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THE UNIQUE STEREOPHONE 


Mr. Alfred’s epoch-making refinement and development of Mr. Emil Berliner’s wonderful clockwork Gramophone 


NOW BEING EXHIBITED 


at the premises known as 112-116 New Oxford Street, London, W.C.1, 
together with divers other Stereopbonic Systems and 


HIGH FIDELITY PARAPHERNALIA 


in a profusion of excellence 


UNEQUALLED IN THE KINGDOM 


Numerous Skilled Guides are in attendance to explain and demonstrate these marvellous instruments. 
Those Persons unable to visit our Emporium may entrust their enquiries to Her Majesty’s mails 
knowing that the most Careful and Particular Attention will be paid to their every requirement. 
Goods ordered in this manner are tested to the full before despatch and packed with such Skill and 
Discrimination as to survive the journey to any part of the Globe. Mr. Imhof begs to observe that 
his weekly Thursday Evening Concerts continue and Tickets may be had upon request and without 
payment by writing to Department 111, 112-116 New Oxford Street, London, W.C..1, or telephoning 
Museum 7878 (20 lines) 
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THIS i 


Hilde Gueden, Per Grunden, Waldemar Kmentt 


ith The Vienna State Opera Chorus and Orchestra 
IVI O N 5 H ; S pases by Robert Stolz 
LXT 5448-9 


D i> C Cc A. Puccini 


LA FANCIULLA DEL WEST 


Renata Tebaldi, Mario del Monaco, Cornell MacNeil, etc. 
C L 7.X S ) I C 7. L with The Chorus and Orchestra of 
: L’Accademia di Santa Cecilia, Rome 


conducted by Franco Capuana 
LXT 5463/5 (Italian/English libretto 5/-) 


SIBELIUS SONG RECITAL 
Kirsten Flagstad 

with The London Symphony Orchestra 
conducted by Oivin Fieldstad 

LXT 5444 


Rachmaninov 
PIANO CONCERTO NO.1 IN F SHARP MINOR, OP.1 
Tchaikovsky 
CONCERT FANTASIA IN G MAJOR, OP.56 
Peter Katin 
with The London Philharmonic Orchestra 
releases are listed in conducted by Sir Adrian Boult 
LXT 5447 


All new Decca-group 


‘Records’, your monthly 


ae : . Schubert 
guide to good record OCTET IN F MAJOR, OP. 166 


buying, 6d. from dealers The Vienna Octet 
LXT 5455 


Mozart 

THE MARRIAGE OF FIGARO—HIGHLIGHTS 
Hilde Gueden, Lisa Della Casa, Suzanne Danco, 
Cesare Siepi, Alfred Poell, etc. 

with The Vienna State Opera Chorus 

and The Vienna Philharmonic Orchestra 
conducted by Erich Kleiber 

LXT 5459 


Bizet 

CARMEN SUITE; L’ARLESIENNE SUITE 
L’Orchestre de la Suisse Romande 
conducted by Ernest Ansermet 

LXT 5461 
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Model W.V.B. 


Our specialised MONITOR HEAD MODEL W.V.B. has an 
additional head and amplifier which enables this recorder 
to perform a number of useful functions. The most important 
of these is to monitor the recorded tape a fraction of a second 
after it is made, and if necessary compare it by throwing a 
switch, with the signal before it is recorded. This allows 
the recording engineer to make certain that he has made a 
first class recording before the artists leave the studio, with- 
out the necessity of waiting while another run through is 
made. 


Additional items may be recorded one on top of another 
while listening to the first, since a switch is provided for the 
erase, and the bias, which also acts as a partial erase, can be 
lowered slightly, and its new value checked on the meter. 
In a similar manner the original signal may be fed back and 
recorded, resulting in an echo, the time constant of which 
is controlled by the speed of the tape and the distance 
apart of the heads. 


VORTEXION RECORDERS use a synchronous capstan 
motor to ensure accurate recording and playback speed. 


The GRAMOPHONE 





Many years of steady development have enabled us 
to still further improve the Vortexion W.V.A. and 
W.V.B. recorders. 


All componets which could contribute to noise or 
reliability are carefully measured and selected in- 
dividually before incorporation, resulting in an 
exceedingly low background noise and distortion 
with frequency response within + 1.5 db 50-10,000 
c/s and + 3 db 40-12,000 c/s at 73” per second. 


x The meter fitted for reading signal level will also read 
bias voltage to enable a level response to be obtained under 
all circumstances. A control is provided for bias adjustment 
to compensate low mains or ageing valves. 


* A lower bias lifts the treble response and increases 
distortion. A high bias attenuates the treble and reduces 
distortion. The normal setting is inscribed for each instru- 
ment. 


% The distortion of the recording amplifier under recording 
conditions is too low to be accurately measured and is 
negligible. 


% A heavy Mumetal shielded microphone transformer is 
built in for 15-30 ohms balanced and screened line, and 
requires only 7 micro-volts approximately to fully load. 
This is equivalent to 20 ft. from a ribbon microphone and 
the cable may be extended 440 yds. without appreciable loss. 


%& The 0.5 megohm input is fully loaded by 18 millivolts and 
is suitable for crystal P.U.s, microphone or radio inputs. 


%* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of 
the playback signal. 


tc The power output is 4 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 


ing purposes. 


%& The playback amplifier may ‘be used as a microphone 
or gramophone amplifier separately or whilst recording is 
being made. | 


%& The unit may be left running on record or playback, 
even with 1,750 ft. reels, with the lid closed. 





ELECTRONIC | 


This is a studio quality electronic mixer suitable for any 
climate. The controls are hermetically sealed, and great 
care and selection of components to make certain reliable 
low noise operation, and individual screens prevent break 
through. The built-in power transformer is screened and 
potted, and all the microphone transformers are individually 
potted in selected heavy gauge Mumetal boxes. Front or 
rear inputs and outputs may be obtained to order. The 
normal output is .5 volt. 


The 3-CHANNEL MIXER and PEAK PROGRAMME METER 
is similar to the above but has the additional meter fitted 
calibrated in 2 db steps from —20 db to +12 relative to 
Il.m.w.—600 ohm. The meter is fed by the full P.P.M. | 
second time delay circuit which includes a stabiliser valve, 


to ensure accurate gain and calibration. “The standard 
output is screened eewy and I.m.w.—600 ohm balanced - 
n 


or unbalanced by switch. Inputs and outputs may be at the 
front or rear, and rack panel mounting is available at the 
same price, | 





Full details and prices of the above on request 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19° 
Telephones: LiBerty 2814 and 6242-3 Telegrams: “Vortexion, Wimbledon, London.” 
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For the closest 


approach to the 


Original Sound 


ACOUSTICAL MANUFACTURING CO. LTD. HUNTINGDON, HUNTS. Telephone: Huntingdon 36I 


Photograph by Heal & Sons Ltd. 
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JASON MOTOR AND ELECTRONIC CO., 3-4(L) GREAT CHAPEL ST., OXFORD ST., LONDON, W.1 
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; 
Stereo Tapes I °%!°’ 


BOTH THIS 






FERROGRAPH 


or Stereo : 


Records H war 


The Ferrograph Series 3S is an extremely versatile instrument. Although to all intents 
and purposes a normal Tape Recorder, recording and playing back monaurally, it 
is fitted with an additional “in line” (or stacked) head. As a result, therefore, at any 
future time, by the simple attachment of an external unit known as the Stere-Ad, it 
will play stereo tapes. Alternatively, when used in conjunction with any inexpensive 
record player fitted with a 45/45 stereo pick-up, it will also play stereo records. 

Essentially the Stere-Ad incorporates two matched pre- 


amplifiers (one for each track), together with a second 











24 watts power amplifier. Connecting the Stere-Ad to 
the 3S enables the two pre-amplifiers and the two 
power amplifiers (one already in the Ferrograph and 
the other in the Stere-Ad) to provide a 2 x 2} watts 
matched output for feeding into any suitable 
external speaker system. 


Available in two Models: 
, - ; a 3 S/N 33/74 i.p.S. eee 89 gns. 
ae “e , s : q 3 S/ H 73/ 15 i.p.S. eee 96 gns. 


is > ig al a Stere-Ad Unit (when required)... 30 gns. 
Th bs et he All Models include 7” Reel of Ferrotape 


Vhe lucomparodle 
Ferrograph 


BRITISH FERROGRAPH RECORDER CO. LTD - 131 Sloane Street - LondonS.WI - Tel: SLOane 2214/5 & 1510 


A subsidiary of The Ferrograph Company Ltd. 
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‘EMV SIRE i cuteanding| 


For more than half a century, the name “His Master’s Voice” 

has been acknowledged the foremost in the science of sound 

reproduction — and in the vanguard as ever — HMV stereo 

is outstanding. 

With this experience behind them the designers of HMV radio- 

grams today have naturally been able to produce stereo equip- 

ment which is just that much ahead in technical efficiency and 

: Model 1635 105 gns. 

quality of performance. 

If you are all set for stereo now, there are two HMV radiograms 

to choose from — superb VHF/AM receivers, with twin 

speakers and amplifier circuits specially designed for top- 

quality reproduction of stereophonic and standard recordings. 

Or, for those who prefer to ‘bide their time’ there is a 
beautiful contemporary 
radiogram for all standard 
records — with provision for 
an HMV Adaptor Kit, which 
allows easy conversion to 
stereo whenever it is wanted. 


Model 1634 79 gns. 


See and Hear 
this equipment at 





363 | HIS MASTER’S VOICE 


OXFORD ST. 


LONDON w. | RETAIL SHOWROOMS 


TELEPHONE MAYFAIR 1240 ist & 2nd FLOOR DEMONSTRATION ROOMS 









With» 
this 


I2-page 
Booklet 


from 








of conventional recordings. 


folders on these or the new E-A-R Stereo- 
grams, post the coupon below indicating your 


interests. 


Ee y.% 
There are more than twenty E-A:R Mains and 
Tronsistor Models for the superb reproduction 


The new E’A’R Stereograms illustrated are 
only three examples from the E:A‘R Stereo 
Range. This new 12-page Booklet gives the 
facts about Stereo and illustrates the E-A°R 
Portable and Cabinet Stereo Models from 
20 gns. to 65 gns. With each Model the 
appropriate E‘A°R STEREOPLANS for 
alternative arrangements and combinations 
of E‘A’R Stereogram, Amplifiers and 
Loudspeakers are shown. You can rely 
upon the quality and value that have 
always characterised the products of 
E‘A’R... get this Booklet now and 
choose your new Stereophonic Equipment 
from the most comprehensive range in the 
world. 





For illustrated 
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E-A-R 


‘ 1960° Stereogram 


Two critically matched complete 









amplifying systems are compactly ERS6 Extension Speaker 
housed in this portable Stereogram. 5 gns. each. 
30 GNS. 

E-A-R 








Tandem Stereogram 


An absolutely complete twin- 
amplifier model with two 
detachable speakers. 


32 GNS. 


Available without ——— 


E-A-R 
Stereo Library 
Reproducer 


Twin E-A:R 3-watt amplifiers, 
complete with ERP7 Speaker in 
matching polished cabinet 


49 GNS. 


Library Stereo Reproducer only 
39 gns. Optional legs 30/- extra. 


[1 Portable and Cabinet Stereograms 


[1 Standard Cabinet Models 





[1 Standard Portables 
[C1 Balanced High Fidelity Units (Amplifiers, etc.) 


Please write your name and address in the margin ‘and post to: 


ELECTRIC AUDIO REPRODUCERS LTD. 


The Square, Isleworth, Middlesex 
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from : 
all angles. «this is a fine loudspeaker 


%* Daplex design %& Dust-excluding construction 
%& Full range reproduction % Low fundamental resonance 
%& Purpose-built tweeter % Smooth cross-over 
x Heavy duty woofer xe Replaceable cone 

\ %& Generous magnet design %* Die-cast chassis 
x Plasticised cone surround x Instrument finish 


DU120@ DUPLEX COAXIAL FULL RANGE LOUDSPEAKER 


Price £19. 10s. Od. 
Vrravox Limitep + Westmoreland Road, London, N.W.9 ¢ Telephone: COLindale 8671 
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Wherever people talk records 
they talk MONARCH. Now 
there are two models to 
choose from—the U.A.12 is fi “i 
the ultimate in fine styling, it Y le 
has all the virtues that made 
the U.A.8 famous. You can Tb AG) EM \\ ENO tee 

rely on the MONARCH for \ = = \ eS ee ce ee 
years of perfection. \ GSS Se 
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Monarch FOUR SPEED AUTOCHANGERS 
are adapted for stereo. 


Monarchs are fitted in all good radiograms and players— 
be sure there’s a Monarch in the set you’ buy. 






- 


Ful-Fi crystal cartridges 
are fitted to the Monarch 


| The Stereophonic Ful-Fi 
— because only the best is 





‘ y 4 plays stereo, microgroove 
good enough for this great : a and 78 r.p.m. It’s perfectly 
autochanger! They fit all P simple — no complicated 
standard pick-up arms. Change now to Ful-Fi | | plug-in leads. Ful-Fi brings 
cartridges and sapphire needles and you'll know you fuller enjoyment. | 
what your discs can really give. Your dealer will agree! 


BIRMINGHAM SOUND REPRODUCERS 


, _ 
~ Mananch— 


~—----7-----4-----F 


| stereo Lacwe 





Adteri 9 


























fulfi 


LTD. 
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STEREOPHONIC AND 
SINGLE-CHANNEL SYSTEMS 
FOR HOME LISTENING 


~ 

























































* VIVASONIC ’ SYSTEM 


“Solent” Playing Unit 


With printed circuit double amplifier (6 watts 
total output) and Garrard TA/Mk.II 4-speed 
Single Record Player in attractively styled 
cabinet in rich mahogany finish. A Garrard 
GCS/10 Stereo pickup is fitted. Tone, 
Balance and Volume controls. The ‘ Solent’ 
offers exceptional standards of reproduction. 
For A.C. mains. 29 gns. 


“VIVASONIC’ STEREO AMPLIFIER 


Printed-circuit amplifier. Total output, 
6 watts. Ganged tone and volume 
controls ; stereo balance. Suitable for 
crystal stereo pickups. In neatly styled 
cabinet, dark polished mahogany finish. 
Provides an exceptionally good standard 
of reproduction. A.C. Mains. 12 gns. 


“VIVASONIC’ SINGLE CHANNEL AMPLIFIER 


Printed-circuit, 3 watts output. Tone and volume 
controls. A high-quality amplifier suitable for adding 
to existing equipment for stereo or as a single-channel 
unit for use with motor and pickup assembly. Style 
as stereo amplifier above. 


VOLMAR ‘VIVASONIC’ LOUDSPEAKER 


A high-quality 10-in. elliptical unit is mounted in a 
special reflex cabinet to provide a smooth response 
over the entire audio spectrum. 6-8 watts capacity. 
Available in matched pairs for stereo. Polished 
mahogany finish. 


Stereophonic and Single Channel Systems. 


New Volmar models offer the chance to enjoy stereo in a 
number of ways with or without equipment which may already 
be in use. The Volmar ‘ Solent’ Player and matched Loud- 
speakers offer elegant cabinet work with truly excellent repro- 
duction. The stereophonic amplifier may suit you better ; you 
may wish simply to add on the single channel amplifier to your 
present installation. The ‘ Selway’ and * Kennet ’ embody the 
Volmar traditions of portable design with good stereo standards. 









. SOLWAY : Stereo 


In this model, the popular transportable 
type of instrument for which Volmar have 
so long been recognised is adapted to 
stereo by inclusion of the Volmar 3 + 3 
watts stereo amplifier, and for the first 
time in this type of housing, a completel 

self-contained built-in bass reflex loud- 
speaker. The second speaker is in a 
separate cabinet which matches the front 
end of the ‘Solway’. With Garrard 
GCS.10 stereo cartridge and choice of 
autochanger or single-record playing. 
Extra smart cabinet. 


With Garrard ns TAIM Sagpene 
RC.121 35 
Autochanger. ge . Single Player. 





with built-in reflex speaker housing 


Player 






Bie. : 
Le ig te ae 
: sg Oe a 





33 gns, fete Cavinee 7 gns. 


peaker 











VOLMAR LTD., 141 HIGH ST., BRENTFORD, MIDDLESEX 
Please send by return full descriptive leaflets of Volmar 


eeeeeeeeeeeeeeeeeeeeee eee eee eeeeeeeeeeeeeeeeeee 






8 gns. 





advise. 


mnonee , ! VOLMAR LTD. 14! HIGH ST., BRENTFORD, MIDDLESEX Phone: EALing 1413 


% VOLMAR SINGLE CHANNEL GRAMOPHONES 


The existing range continues to meet the demand for high-quality 
standard instruments which range from the Thames de-luxe 
3-speaker model at 284 gns. to the Cadet, a popular model for 
younger enthusiasts, at 14 gns. There remain many instances 
where a single-channel Volmar Gramophone will prove more 
suitable to requirements than stereo. Your dealer will gladly 


* KENNET ’ 











Basically a single-channel gramophone 
with autochanger and built-in speaker, 
but with dual-purpose pickup and pro- 
vision for connecting second speaker 
and amplifier to make a most 
economical stereo assembly. Plays 
ALL records, including 78. 


Mains. 24 gns. , 
TYPE ‘K’ AMPLIFIER 


For connecting to *‘ Kennet’ Gramo- 
phone to make a stereo assembly, or for 
use separately. With built-in speaker. 
Matches ‘ Kennet ’ in style. 8 gns. 














— 


















November, 1958 The GRAMOPHONE Advert 11 


_— 


— 


| ‘A library of Classical records 


A UNIQUE SERVICE TO THE MUSICAL CONNOISSEUR 
FOR APPROXIMATELY 71% PER RECORD PER WEEK 


This unique service gives you the pick of the best classical recordings—operas, sym- 
phonies, concertos, etc.—for a nominal sum each week. All recordings are recom- 
\ mended by the critics, and there are nearly 4,000 from which to choose. 





Full range of stereo discs are now available on loan to Library Members who 
have the necessary stereo equipment. 
























Sup FOR YOUR t/p 
CATALOGUE 7 


Full details of member- 6 


THE PERFECT STYLUS CLEANER 


@ Essential for High Fidelity reproduction 
@ Increases stylus life 

@ Reduces record wear 

@ Lasts indefinitely 


One gentle application of STYLCLEAN to your stylus removes all 





ship and what is costs 
are contained in our 
1958 Catalogue and 








Handbook : the dust and grit , and, what i important, all th 
L eisepeninenun — FREE tiny particles of Gust that are invisible except under a magnifying 
’ (Classical) CATALOGUE AND | Styliclean costs only 1/9 plus 3d. p. and p. 

HANDBOOK FOR 1958 | Trade enquiries invited. 

3/6 POST FREE FACTORY FRESH SALES SERVICE 

Essential for the record connoisseur. The This service, exclusive to the Long Playing Record Library, is available 

only comprehensive and selective list of to purchasers of new L/Ps, whether Library members or not. A 

all classical L/Ps well reviewed by critics. record purchased under this service is obtained direct from the 


factory by special order. It is an obsolutely unplayed, perfect, 
blemish-free disc, and as up to date a pressing as is currently available 
in this country. All records are polythene sleeved, and no charge 
is made for postage and packing on any L/P, M/P or two E/Ps sent 
within the British Isles (excepting Eire). Factory Fresh Sales 


Nearly 4,000 recordings listed. Includes 
sections on: The reproduction and care 
of L/Ps. A basis for a Record Collection. 
t Groove jumping and repeating. The use 

















4 Service covers all record labels available in 

‘ of amplifier controls. Full details of this country except H.M.V. goe¥ fp, 
“ Library Membership. me | 
IS ieee 
x “THE REAL THING” pe 

A short history of High Fidelity from cylinder to stereo-disc. During November this % < 

programme will be presented at : &s sen” 
Nov. 3. Aldershot Gramophone Circle Nov. 24. Sheffield Gramophone Society 
Aldershot Public Library. Fargate. 





Nov. 25. Bradford Record Circl 


Nev. 4. Evesham Gramophone Circle e 
G Bradford Arts Club, Mansfield Road. 


ateway Cafe. 











The Long Playing Record Library 
Sininead 
SQUIRES GATE STATION APPROACH: BLACKPOOL - LANCS 
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SzERnO ee eo this year, next year, 


sometime, never... 


Whether you are planning a complete Stereo system from scratch, converting existing 
equipment, buying now with a view to conversion later or simply want a good monaural 


system, in fact, whatever your requirements, they will be met simply and economically 
by units from the RD range. 


RD JUNIOR STEREO CONTROL UNIT 


Combining every essential re- 
quirement for high fidelity 
Stereo from Tape, Disc and 
Radio in a single compact unit. 
Will work from any stereo 
cartridge and playback direct 
from tape heads. May be used 
initially with one amplifier 
only in a monaural system. 
£18.10.0d. 





RD JUNIOR MK II CONTROL UNIT 


A monaural control unit of 
complete versatility, will oper- 
ate from any pick-up currently 
available, features built-in tape 
compensation and a very effect- 
ive low pass filter. 

£11.0.0d. 





NEW at HARROGATE 


Three entirely new units of particular interest were 
introduced at the Northern Audio Fair, Harrogate 


NEW RD JUNIOR SWITCHED FM UNIT 


RD JUNIOR AMPLIFIER 





Britain’s most popular high 
14 watts 
peak output from push-pull 
EL84s. 
ideal basis for the average monaural 


fidelity amplifier. 






Used singly the 


system or two provide for the more ambitious Stereo 
system. Features include multi-section output transformer 





with grain orientated laminations, generous inductance 


smoothing and unique impedance plug speaker matching. 
£17.0.0d. 


RD CADET AMPLIFIER 









A comparatively recent addition to 
the RD range. 6 watts peak output 
from push-pull ECL83s. A pair of 
amplifiers prove ideal for the average 
Stereo system, while a single amplifier used with 
either the RD JUNIOR Mk. Il Control Unit or the RD 
CADET Control Unit meets the requirements of the smaller 
£10.10.0d. 





monaural Hi-Fi System. 





Providing FM reception in its simplest and most economical form. 


NEW RD CADET STEREO CONTROL UNIT 


Essentially a simplified version of the JUNIOR model designed primarily for crystal and ceramic cartridges. 
NEW THE ‘1284’ 3-WAY SPEAKER SYSTEM 


An entirely new design ideally suited to the average Home High Fidelity System whether stereo or monaural]. 





TO: ROGERS 


DEPT GI! 


Fidelity Systems. 





with a view to conversion later. 


e@ Please give details 





DEVELOPMENTS  (€LECTRONICS) 


‘RODEVCO WORKS’ 
Please send me, without obligation, full details of RD equipment for Home High 
a iain ie aha 


[_] J am interested in a complete Stereo System. 
I wish to purchase Monaural equipment now, 


LTD 


4-14 BARMESTON ROAD CATFORD LONDON, S.E.6 





BLOCK CAPITALS PLEASE 


[_] I wish to convert existing equipment to Stereo.* 
ry Jam interested ina complete Monaural System 
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| must have a wide frequency range, full 
dynamic range and a really good signal/ 
noise ratio. 


THE PROFESSIONAL RECORDIST 





Tell him—someone ! 


He, like the serious hi-fi enthusiast, the concert artiste and the 
music lover requires tape recording equipment which gives superb 
performance, versatility in operation and, of course, the best value 
for money. | 

Therefore, he should be told about the fabulous Brenell Mk. 5. 
The tape recorder with unique features. Such as four recording 
speeds; large dynamically balanced fly wheel; permits use of 8} in. 
reels. Think of it—using 2,400 ft. of L.P. tape at 14 i.p.s. it means 
over 8 hours play. Whether for teaching music, the drama, 
languages or other educational purposes—whether for industrial 
or recreational use the Brenell Mk. 5 is his obvious choice—and 
yours too ! 


Send for full details now of this model and information on stereo- 
Phonic/dual track record playback equipment. 


Outstanding features include:— | e 
PCHECTL MARK 5 








* Four recording speeds 


1Z, 32, 74 and 15 giving an exceptionally wide frequency 
range. 


-* 






* Permits use of 8} in. reels 
(2,400ft. of tape for long play ; IZ i.p.s. over 8 hours.) 


* Three independent motors (B.T.H.) 


* Special foolproof interlocking controls @ Instant 
stop without spillage @ Pause control e Digital 
rev. counter @ High quality amplifier @ Recording 
level indicator @ Monitoring facilities @ Azimuth 
head adjustment @ Provision for extra sound heads 
@ Fast re-wind (1,200ft. in 45 secs.). @ Coloured 
signal lights. 








Because the Mark 5 is of unit construction the following 
can be supplied as separate items for incorporation in your 
own equipment. 


Tape deck with provision for extra heads ... 28 gns. MARK 5 
Tape Pre-amplifier Type T.P.2 ... wn ... [7 gns. 
Power Unit T.U.2 ee ll 64 GNS. 
— Mixer Unit one “< a _ ... £2 18 O (including 1,200 ft. of tape) 
‘=D Full details of this and other equipment available on request 
S.E.6 
igh 





r PERFORMANCE 
ae TENE IS TRUE-TO-LIFE 
TL Ze PERFORMANCE - 


Sole Manufacturers: BRENELL ENGINEERING CO. LTD. la DOUGHTY STREET, LONDON, W.C.! Tel: CHAncery Lane 5809 and HOLborn 7358 
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Goldring-Lenco Gramophone Transcription Units are now wired 
for stereophonic reproduction. Naturally, they can also be used 
for ordinary monaural reproduction. Most modern high quality 
monaural cartridges can be fitted quite simply in the pick-up arm 
and there is provision for fitting the new stereo cartridges as they 
become available. One—the Ronette “ Binofiuid”’ stereo cartridge, 
with a diamond stylus—is already available. 

Goldring-Lenco Transcription Units are already very well known 
but a leafiet will gladly be sent to those who wish to learn more 
about them. 

GL58 (less cartridge) £/5.0.0. Plus £5.17.0 » GL58/580 (fitted with 
the new Goldring 580 cartridge) £19.4.0. Plus £7.9.9. * GL58/600 
(fitted with the Goldring No. 600 cartridge) £23.8.0. Plus £9.2.6. «# 
GL58/RD (Diamond fitted Ronette Binofiluid Stereophonic Cart- 
ridge) £21.0.0. Plus £8.3.10. 


THE GOLDRING MANUFACTURING CO. (Gt. Britain) LTD 
486-488 High Road, Leytonstone, London, E.I1. Leytonstone 8343 
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You are there... 


Suddenly you are there with the artists. The instruments 
take shape against a vivid, panoramic background of sound 
that fills every corner of the room. You know eractly 
where each is positioned . . . and what each is playing. 
Move around and it is just like changing your seat in 
the auditorium. Such is Pye Stereo—developed by 
the same engineers who pioneered the introduction of 
Stereo on records. Pye offers the largest and best 
range of Stereo Systems and Stereograms in Britain—at Model 2DSG Stereogram brings you stereo in its most 
prices from 49 gns. complete. It brings the breathtaking pa any Ee En me Fo ER nen me 
presence of true stereophonic sound within the reach of ° Pg gern ay AM radio and * »~ record player, 


e Stereo models, tt features ‘balance 
every music lover. See your Pye High Fidelity Dealer. control and full-range loudspeakers. 6 gens. tax paid. 


2ose ST EREOGRAM 


P ve LIMITED.~-OF CAMBRIDGE 
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‘I'M TWICE A GARTRIDGE’ 
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Have you heard ACOStereo? Here is the most vivid, spacious reality of stereophonic sound yet achieved. 
» 
Equipment now available includes the ACOStereo Cartridge Type 71 for many stereo players and the n 
ACOStereo Universal Cartridge Type 73 for standard, LP and stereo discs, as adopted by many * 
* 

leading manufacturers. All, comparatively, at a reasonable price. All, absolutely, superb stereo. 
You must hear ACOStereo. " 





NA 
ATE OS- ARE DOING THINGS IN STYLI 
At 


COSMOCORD LTD WALTHAM CROSS HERTS - TEL: WALTHAM CROSS 5206 (London subscribers please dial WA4 $206) Al 
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RADIOGRAM CHASSIS 


The most complete unit yet produced for 
Stereo giving 6 watts high fidelity push-pull 
audio output on each channel, 12 watts for 
monaural reproduction. Full VHF band 
(87-108 m/cs), medium and long wavebands 
with adjustable ferrite aerial on AM and 
automatic frequency control on FM. Stereo 
inputs are provided for records, tape and radio 
and dual tape outputs for stereo tape recording. 
A 12 valve chassis measuring 143” by 8” by 7” 
high which can easily be fitted with the help 
of the brass escutcheon and veneered facia 
board which are available. There is com- 
prehensive matching for all types of crystal 
pick-ups both monaural and stereo and 
speaker matching on both outputs of 3, 74 
and 15 ohms. 















M/FM 


ST3 in 


27 GUINEAS 


% SELF-POWERED 

% FULL FM band (87-108 m/cs) 
% MEDIUM and long wavebands 
% REVERSE vernier tuning drive 


% ADJUSTABLE ferrite rod aerial on 
. AM bands 


¥% AUTOMATIC frequency control on FM 
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GREAT 


NEW 


MODELS 
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STEREO-TWELVE 


37 GUINEAS 


TO CONVERT 
| ANY] craMorHone 


LQUIPMENT FOR STEREO 
STEREO-CONVERTER AMPLIFIER 


£19.12 .6 


A stereo control unit with single high fidelity 
6-watt push-pull amplifier on one compact, 
easy-to-fit chassis. Designed to operate with 


‘a ; any radiogram, chassis or amplifier for stereo- 
¥% VARIABLE output matching control NOW phonic reproduction on records, tape and 
radio. Provides all that is necessary to convert 
y % CATHODE follower output AVAILABLE your existing system for stereo with the 
h addition of another loudspeaker and a stereo 
% MAGIC eye tuning on AM pick-up. 
)e 
Call for demonstration at our Holloway Showroom or post this coupon for descriptive Details of these models and others in the comprehensive Armstrong range are freely 
literature and details of Home Trial facilities, Credit Terms and Guarantee. — Please indicate below the models for which you would like descriptive 
rocnures. . 
GN3 
Ns cod be en ieee menenenebeeneneeeel 
en ae ee ree ee Ee a EE er ee Ee peer Se 
i ll a a ik ec ee ee ee a Oe nT eae ene ee es 
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ARMSTRONG WIRELESS & TELEVISION CO. LTD., WARLTERS ROAD, LONDON, N.7. Telephone : NORth 3213 
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THE PERFECT EQUIPMENT 


Y CAPITOL 


RS.101 HIGH - FIDELITY 10-WATT STEREOPHONIC RECORD REPRODUCER 


ONLY 83 Gus. 


Legs (set of 10) for speakers 
and player 3 gns. extra 
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ANY 
QUESTIONS? 


CAPITOL 
HAS ALL THE 
ANSWERS I 






Can ordinary (Monaural) 
records be played on the 
Capitol ? 


A. Yes, all speeds ! To play 
them you just plug in the 
correct pick-up supplied. 


Q. Isit possible to play tape 
h the 


recordin throug 
Capitol - 


As Yes. Input sockets are 
provided for both mon- 
aural and ‘stereo’ tape 
recordings. 


Q. Shall I need any other 
equipment or attach- 
ments ? 


No. The Capitol repro- 
ducer is complete — with 
playing unit, 2-channel 
amplifier and loud- 
speakers — all correctly 
matched to give superb 
results. 


How will Capitol equip- 
a. ment fit into an ordinary 
living room ? 


Easily! The compact 
units take up little space 
and are light to move. 
Legs are optional: 
speaker cabinets can be 
wall-mounted if you wish. 


> 





ANY OTHER 
QUESTIONS ? 





Your dealer will be glad to tell 
you more about ‘stereo’ and 
the special merits of the 
CAPITOL reproducer. 


The CAPITOL RS.101 is as easy to 
operateas an ordinary record reproducer 
and costs less than many a ‘straight’ hi-fi 
installation! The quality of sound is 
superb, the stereo effect strikingly 
reproduced and the “piano-finished” 
cabinets form pleasing additions to any 
room-furnishings. Hi-Fi dealers are 
demonstrating this fine equipment now. 
Hear it as soon as you can and decide 
to “go stereo” with CAPITOL ! 











Thine 


MADE BY E ~M.1.—maxens OF HIS MASTER’S VOICE, CAPITOL, COLUMBIA, PARLOPHONE & M.G.M. RECORDS 





E.M.I. SALES & SERVICE LTD., AUDIO EQUIPMENT DIVISION, HAYES, MIDDX. 
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@ Mastertape is made to carefully controlled 
formulas. 


@ Mastertape is anti-static and free from curl. 


@ Long Play Mastertape Polyester base is as 
strong as mild steel. 

@ Mastertape has extremely low background 
noise. 


The GRAMOPHONE 
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What is High Top Response? 


- The wise owl knows all about high top response, for it means simply the ability to 


capture sounds of extremely high register, faithfully and accurately. Mastertape 
can both capture and reproduce every sound with the utmost clarity in a way that 
must be heard to be believed. High top response also means that Mastertape can 
record efficiently at lower speeds with maximum possible brilliance. 


Attractive, ideal tape! 


Mastertape = 2225 


transfer numera!s, hold-} 


MAGNETIC RECORDING TAPE BY ing two 7” reels of tape. 


M.S.S RECORDING CO. LTD., Coinbrook, Bucks. 


Telephone: Colnbrook 2431 (8 lines) 


Price 7/6d. Book rack 
to hold six books - 17/6d. 
Set of 6 books and rack 
62/6d. 


SHOWROOM & STUDIO: 21 BLOOMSBURY ST., LONDON, W.C.i. Telephone: MUSeum_!600 
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REASONS WHY 
people all over the worlpu 


THE ONLY STORE TO OFFER: 








SUCH A PERSONAL SERVICE 


Choosing records at Imhofs is a relaxing, rewarding experience. You'll 
receive a warm, friendly welcome from our fully qualified sales staff who 
quickly become personally acquainted with your preferences and tastes. 
You can also rely on us to select the best available recording of any given 
work, if you are uncertain in your choice. 








113 YEARS’ EXPERIENCE 


We’ve been established now for over a century and have been selling 
records since they were first invented. Our famous Records-by-Post 
Service was started as long ago as 1897 and is now the largest in Europe. 


EUROPE’S LARGEST STOCKS 


We carry the widest selection of records of all speeds and makes. Any 
record currently available in Britain can be readily supplied, including 
connoisseur pressings and rare labels. 








TOP PRIORITY 


Because of the volume of our business, many manufacturers give us 
priority in allocating records in short supply. 





UNIQUE POSTAL INSPECTION SYSTEM 


Wherever you may live, you can safely order by post from Imhofs. Before 
despatch, each record is meticulously examined and is guaranteed to 
reach you in mint condition. 
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guy records from Imhofs 


SWIFT, WORLD-WIDE DELIVERY 


Your order receives the immediate, individual attention of the most 
skilled staff in the business. Every order is carefully packed in special 
sturdy boxes made to our own requirements. 








NO CUSTOMS OR SHIPPING WORRIES 


We carry out all Customs and Shipping documentation ourselves and 
every package is fully insured. 


* EXPORT ORDERS TAX FREE 


Imhofs export every make of record tax free. All orders over £10 value ae 8B 
are despatched postage and packing free. : . 


SPECIAL TERMS FOR HM FORCES OVERSEAS 





Orders from HM Forces serving abroad for LP’s and o'8 are ae 
postage and packing free, whatever the value. } ee 


NOT ONLY RECORDS, BUT HI Fi EQUIPMENT TOO 


We are not just a Record Shop, but-are also experts in hi fi and stereophonic _ 
reproduction. Our range of audio equipment is justly world-famous. The advice  ~ 
of our staff is based, therefore, not only on musical knowledge, but on practical 
knowledge of recording techniques and record manufacture. 








Write today for full details of our Personal Postal Service 
and free copy of our comprehensive Hi Fi Catalogue, or call 
at Imhof House and see for yourself our extensive record 
stocks and unrivalled demonstration facilities. 


~ ALFRED IMHOF LIMITED 
(Dept 111e) 112-116 New Oxford Street London WC1: Museum 7878 




































SL 7! 








SP 21 





DL 7-35 


SPA 21 
SPA Il 
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HIGH FIDELITY 





DL 7-35 





into STEREO sound : 


When stereo comes in by the door, need hi-fi fly out of the 
window? Not with Avantic! For the same amplifier (DL7-35) 
that became the critics’ choice is now part of the new range of 
Avantic stereo equipment. Even if the box at the top left-hand 
corner represents your feeling about stereo at the moment, with 
this new equipment you can always “go stereo”’ later, simply by 
adding a further loudspeaker and DL7-35 power amplifier. 
Look at the price list in the next column. One of those six ways 
of going stereo has been designed to suit your own pocket; a 
complete stereophonic installation can be obtained for as little 
as £54.12s. Remember thatall Avanticamplifiers have push-pull 
output stages. 





Fill in and post this coupon for illustrated 
literature and the name and address of your 
nearest Avantic dealer. 











AMPLIFIERS 


(1) DL7-35 power amplifier 7 - -. £3 
SDL71 stereo pre-amplifier control unit .. £15.10s. 
(2) As above but with two DL7-35 power amplifiers 


£81.10s. 
(3) DL7-35 power amplifier with SP21 stereo pre-amplifier 
control unit £61.10s. 


(4) As above but with two DL7-35 power amplifiers | . 
= SPA21 complete two-channel amplifier with combined 


e-amplifier control unit £48.10s. 
6) SPAI1 complete two-channel amplifier with combined 
pre-amplifier control unit .. 28 gus. 
LOUDSPEAKERS 
L35 3-speaker enclosure with 15” bass unit .. 90 gns. 
L20 3-speaker enclosure with 12” bass unit .. 45 gms. 
SL12-21 two-unit enclosure for SPA2I .. .. 22 gns. 
SL71 two-unit enclosure for SPAI1 17 gns. incl. P.T. 
SL7 single-unit enclosure for SPAI1 12 gns. incl. P.T 
‘GLYNDEBOURNE’ 


Contemporary console cabinet finished in sapele mahogany 
with 1-DL7-35 power amplifier and SDL71 a x 
control unit .. £90.10s. 
As above but with 2-DL7-35 power amplifiers .. £123.10s. 
Space is provided for fitting a tuner, gramophone 
motor and pick-up and tape dec 


RADIO TUNER TYPE BM612. Continuous tuning: 
88-108 Mc/s., 180/565 metres and with variable a.f.c. on 
v.h.f. and variable selectivity on m.w. Foster-Seeley 
discriminator; 11 valves plas two neon tuning indicators, 
built-in power supply. plus P.T. 
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STEREO & /RECORDHOUJRE 


are made for each other 








STEREO & NORDYK 


The SPEAKER ENCLOSURES (left and right) have been 
designed for us by Goodman’s Industries Ltd. for use with 
their 8” Axiette. They cost £5.17.6d. (tax free). 

The GRAM UNIT (centre) will take all turntables, 

most amplifiers, plus most radio tuners too. 

Price £5.19.6d. (tax paid). 

They stand on the Continental Bench ; price £4.17.6d. 








STEREO & RONDO 


The Rondo Range comes packed-fiat 
and factory-fresh in a carton and is put 
together simply with a screwdriver in 
ten minutes. 

SPEAKER CABINETS designed for the 
8” Axiette. Price, complete with legs, 
£8.19.6d. (tax free). 

EQUIPMENT CABINET is suitable for 
all auto-change and transcription 
turntables, plus most amplifiers and 
radio tuners. Price £8.19.6d. (tax paid). 


















STEREO & THE 
COLUMN SPEAKERS 


Gives fantastically good results with 
the Goodman’s High Flux 6” 
Speaker. Flat response from 
40-15,000 c/s. Stands 2’ 9’ high ; 
10’ x 10” area. COLUMN ONLY 
costs £7.7.0d. (tax free). 

Speaker : £2.18.6d. (tax paid). 
Continental Bench 

(for two units) £4.7.6d. 








Write NOW for leaflet and address of your nearest stockist to Dept. G.811 | R ECO RDS 


BROOK ROAD + LONDON, N.22 * BOWES PARK 7487-8 

















24 Advert The GRAMOPHONE 


Excerpts from ‘DER TROMPETER VON SAKKINGEN’— Nessler Lo or ae -s 
Hermann Prey, Karl Kohn, Helga Hildebrand, with Chorus and Orchestra of the | ‘Bes Tremnpeser Von Sakkingen 
Berlin State Opera conducted by Wilhelm Schiichter SEG7840 

NICOLAI GEDDA 

Arias from ‘Manon’, ‘Les Pécheurs de Perles’, 


‘Martha’ and ‘L’Elisird’Amore’ SEL1590 


IGOR MARKEVITCH 
FRENCH NATIONAL RADIO ORCHESTRA AND CHOIR 


‘Prince Igor’—Polovtsian Dances—Borodin SEL1591 
THE SOVIET ARMY ENSEMBLE 

Song of Youth; Faraway; A birch-tree in a field did stand; 
You are always beautiful SEL1593 

OTTO KLEMPERER— PHILHARMONIA ORCHESTRA 
Concerto Grosso in A minor—Handel SEL1594 

SIR WILLIAM WALTON—PHILHARMONIA ORCHESTRA 
‘Facade’ Excerpts—Walton SED5556 

ELISABETH SCHWARZKOPF—GERALD MOORE 

Drink to me only—trad. arr. Quilter; Plaisir d’amour—Martini; 
Auf Fligeln des Gesanges—Mendelssohn; 


Songs my Mother taught me—Dvo/rak; 

Si mes vers avaient des ailes—Hahn SEL1589 
12 scintillating 

ANDRES SEGOVIA 

Nortena—Crespo; Fandanguillo—Turina; 


Rondo on a theme by Sor—Ponce; 


Arada and Fandanguillo—Torroba arr. Segovia SEL1592 
PAUL KLETZKI—ROYAL PHILHARMONIC ORCHESTRA 


Overture ‘Iphigénie en Aulide’—Gluck; Trumpet Voluntary—Clarke SEL1595 


ALCEO GALLIERA— PHILHARMONIA ORCHESTRA 


‘Jewels of the Madonna’—Intermezzo, Act 3; 


Pray 
‘School for Fathers’—Intermezzo, Act 2; 7 re — cet eeee , 


‘Susanna’s Secret’—Overture— Wolf-Ferrari; PALA DPEBA NTRS 
‘Notturno romantico’—Waltz—Pick-Mangiagalli SEL1596 


WALTER SUSSKIND— PHILHARMONIA ORCHESTRA 
‘Peer Gynt’ Suites Nos.land2—Grieg SED5555 | : ali KLET ZAP 


< isrkests 


ANTONIO 
The Miller’s Dance (from ‘The Three-Cornered Hat’)—Falla; 
with ROSARIO—Zorongo Gitano 
with MANOLO MANZANILLA (Flamenco Singer) Cana 
ROSARIO Dance of the Miller’s Wife 
(from “The Three-Cornered Hat’)—Falla; 

SEG7843 


(Regd. Trade Mark 


45 r.p.m. extended play records | @) of Columbia 


Graphophone Co. Ltd.) 


E.M.I. RECORDS LTD., 8-11 Great Castle Street, London, W.1 


eines iat 
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WICMeLAL £472 A 


Prices: 

SEL 15/344 
SED 12/104d 
SEG 11/144 


(All prices include 
Purchase Tar) 
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A QUARTERLY RETROSPECT 


By JOHN WARRACK 


Stereo 
T= quarter has been full of noises ; and 
if a thousand twangling instruments each 
exactly located in your sitting-room will 
give delight and hurt your neighbours not 
too much, then the stereo age is yours. 
Prospero himself can do no more for you. 
But alas, this is not Stephano’s “brave 
kingdom . . . where I shall have my music 
for nothing’: having long wondered at 
the sums which people who are clearly not 
wealthy freely pass over showroom counters 
in exchange for shiny LPs, I am now 
entirely baffled by the thougnt that the 
same people are supposed to be cheerfully 
contemplating a fresh layout of fifty pounds 
or more for stereo equipment. For someone 
just about to invest in a gramophone, stereo 
is clearly the thing. As its salesmen assure us 
(and as can be confirmed for one’s self), a 
certain sum spent on a two-channel stereo 
set will give better results than the same 
amount spent on a rather better single- 
channel, one-speaker outfit. But almost all 
of us who are interested enough in recorded 
music to read THe GRAMOPHONE will by 
now have sunk quite a lot of time and money 
in building a library of ordinary LPs. There 
is, by the way, one answer here that I 
haven’t seen stressed to any great extent in 
the stereo publicity: a monaural record 
played on two-speaker equipment gives a 
distinctly better result ; there is even a fainu 
suggestion of stereo in the way the sound 
is spread instead of being poured out of a 
hole. Not that the accurate location of the 
instruments matters a scrap, of course. The 
fact that players have to sit at a distance 
from each other is just a _ necessary 
nuisance, and the various layouts of the 
orchestra are designed simply to overcome 
it as well as possible ; moreover, having 
spent ages trying to get a really well- 
rounded unity of sound, the engineers do not 
now want to have to scatter it accurately 
about the room. 

Much the most serious drawback of stereo 
secms to me to be the bother of listening 
to it. For dance music it must be useless 
(though a Victor Silvester issue has 
appeared) ; even home jivers will gain 
nothing, as presumably they will always be 


tossing each other out of the field of hearing. 
This is not my immediate concern, I own ; 
but the bore of having to huddle together in 
a corner or queue up like gallery first- 
nighters is not to be underestimated. Most 
of the pleasure in home listening consists in 
being able to sit in your own armchair and 
dial Beethoven ; but a good proportion also 
rests in the companionability of it—sitting 
round the fire reading or talking and half- 
listening (I don’t care what the purists have 
to say about that), trying over different 
things with friends, all without rearranging 
the favourite armchairs. The solitary 
listener is the one who is best served ; 
though if Mr. Eliot’s lovely woman stoops to 
folly, she may no longer pace about the 
room alone when she puts a record on the 
gramophone. 

Once the floodgates went up, there was a 
sudden spate of stereo releases. I haven’t 
been able to hear them all, but enough have 
come my way for certain conclusions to have 
been reached. The most obvious and 
important is that stereo places a much 
greater musical responsibility on the record- 
ing engineers. At its simplest this means 
that there can be less sly fiddling with the 
volume control—if perspective is created, 
so is a sense of distance, and a reduction in 
volume gives a distinct impression of the 
players—or worse, certain sections of them— 
rolling away from us; less playing about 
with microphones to give a_ special 
impression of woodwind clarity, too—this 
must be what causes instruments to 
‘“‘wander’’. Stereo also means, in a less 
easily definable way, an important shift of 
authority from the conductor to his 
recordists. Henry Wood used sometimes to 
rehearse by sitting watchfully in the 
darkened stalls of Queen’s Hall while his 
leader conducted, interrupting with com- 
ments; a successful contemporary con- 
ductor with many excellent discs to his 
credit directs his orchestra at sessions from 
the control panel. This is going too far 
(though some of the pop boys have been 
further in this direction for years with their 
echo chambers swelling a few violins into 
dozens). But it looks as if the men in the 
fish-tank, as orchestral players see them, are 


Telephone : WORDSWORTH 2010 
Telephone : MUSEUM 566] 


going to have a more creative musical role 
than hitherto. Already, of course, artist and 
recordist work hand in hand, with useful 
suggestions going either way ; but perhaps 
the day is upon us when a like-minded con- 
ductor and engineer must work on the score 
together and reach full agreement on its 
interpretation before a note is played. No 
longer will it be satisfactory for the engineers 
to confine themselves to capturing what the 
conductor is doing as accurately as possible 
when they don’t know in advance exactly 
what that is. We may even find specialists 
developing: a Klemperer engineer who is 
no good with Beecham, and so forth. 

The best demonstration record I have 
heard (apart from Trevor Harvey’s trains— 
my favourites, too) is Michelangeli’s H.M.V. 
of the Ravel concerto. It is, in the first place, 
a marvellous performance. It also shows 
you some of the musical strengths and 
weaknesses of stereo, whereas the gimmick 
records just show you what it can do. 
Strengths—the slow movement gains 
tremendously from the new spaciousness : 
cor anglais and piano are exquisitely 
blended in a manner that is not merely 
lifelike, but rather more accurately devised 
than people sitting in different parts of a 
hall are likely to hear it in real life. Weak- 
nesses—there are a number that the 
monaural edition partly hushes up. To 
catalogue all the problems of balance, and 
the success or failure of their solution on this 
record, would be tedious; but I do urge 
interested parties to go through the work, 
the finale in particular, with score in hand 
if they can. Some of the brass instruments 
are only just there, softer woodwind entries 
blast through: Ravel’s brilliantly cal- 
culated score is merciless to the engineers. 


Yehudi Menuhin 


About Yehudi Menuhin’s playing there 
has been prolonged controversy. Only his 
most blinkered admirers maintain that 
nothing has happened to ruffle his develop- 
ment—or indeed that there has been 
development—-since first he appeared as an 
infant prodigy. Those who genuinely 
admire him have preserved their faith in his 
innate artistry while being troubled at the 
technical faults that have beset him—faults 
like unsteady bowing and downright bad 
intonation that in an artist of Menuhin’s 
calibre and achievement are so elementary 
that they must spring from  obscurer 
psychological causes. Where they lie need 
not obsess us—my own view is that Menuhin 











234 


somehow found the process of rebirth from 
infant to mature genius painful and pro- 
tracted, but one which his integrity could 
not hasten or avoid. It is the greatest tribute 
that even when, a few years ago, his playing 
was at its worst, nearly everyone remained 
loyal to him—not out of sentiment, for 
many equally admired prodigies have fallen 
by the way, many equally famous violinists 
are slightingly spoken of by their colleagues; 
but because in Menuhin there was always 
something that set him as a man apart from 
other performers. Menuhin’s playing has 
been steadily gaining, not its former 
stature, but the mature artistry to which he 
has been moving—an artistry that knows 
and understands where before it sensed and 
reacted. He can still jar our ears, fret om 
nerves; but no man living can play 
Beethoven’s concerto, the one which 
violinists find hardest of all, so as to move 
an audience of the most experienced 
musicians to the point of tears. One of the 
reasons, I think, is Menuhin’s hard-won 
gift for penetrating the simplest phrases and 
figures with an understanding that in him 
seems no less simple. The first movement of 
Beethoven’s concerto is nearly all figuration; 
Brahms’s work follows its example, and on 
his new record (H.M.V.) Menuhin’s play- 
ing has an eloquence unmatched in any 
performance I know. It is not that he forces 
“expression” or “rubato” on to plain 
phrases: he knows their shape, feels their 
flight. Even the cadenza’s display is not 
empty. Menuhin takes the music still 
further forward in it, pursuing the themes 
to their conclusion so thoroughly that the 
short ending of the movement, after it is 
done, comes not just as a sweet contrast to 
the cadenza’s violence and brilliance, but 
as a serene close on a movement now entirely 
explored. In the finale he is less successful. 
The music has less to say, wanting only 
brilliance ; and so Menuhin is at a loss. It 
is regrettable that the recorded balance 
should be so bad, and that the orchestra 
should sound so cramped. The oboe’s tone 
in the Adagio is ugly, too, and Rudolf 
Kempe’s rather cloying treatment spoils 
the effect of a wind band serenading the 
violin, which I believe Brahms intended. 
But this remains for me one of the perform- 
ances of the quarter. In his review Dr. Fiske 
well called this playing dedicated ; and I 
share the hope that Menuhin will re-record 
some of the classical works in his repertory. 


Ballet and Chamber Music 

It has been a good quarter for ballet 
music—perhaps statistically no better than 
others, but I seem to have noticed more 
good sets. Stereo has claimed Solti’s pairing 
of the Boutique Fantasque music and L’ Apprenti 
Sorcier (Decca); monaural issues have 
included one brilliant excerpts disc and one 
excellent complete recording. The complete 
Giselle, with the Covent Garden Orchestra 
under the eminent Russian ballet conductor 
Yuri Fayer (H.M.V.), goes some way to 
redressing the balance that is always tilted 
against poor Adam, though I must confess 
the charm still seems rather wan. Of his 
ballet music Adam himself wrote: “I put 
down the ideas that come to me, and come 
they always do, kind creatures!... I can’t 
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call it work, it’s pure enjoyment ”. 
Unpretentiousness is a composing virtue 
temporarily in retirement, and so long as 
there is not a wave of precious enthusiasm 
for Adam we may cordially welcome some 
more of his music. Why are none of his 
operas in the catalogue? One or two 
selections (better than complete recordings) 
should be popular. Adam was too good a 
journalist composer (““My only ambition is 
to write music which is transparent, easy 
to understand and amusing to the public’) 
for his work to have much permanent 
value ; but we could still enjoy it in a 
“period” way as well as in its own right. It 
would be pleasant to have something of Le 
Postillon de Longjumeau (“‘Mes amis, écoutez 
l’histoire” was a mettlesome old warhorse) 
and more of Si j’étais rot than the overture. 
Of the ballet suites, snippets and excerpts, 
there has been Robert Irving’s excellent 
H.M.V. with the R.P.O. of Glazunov’s 
pieces for A Birthday Offering and Lecocq’s 
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delicious Mam’zelle Angot—a much mc-e 
enjoyable disc than the gaudy Gayaneh wiih 
Zdenek Chalabala and the Czech Philhz:- 
monic on Supraphon. This compan: s 
record of the quarter is the Smetai., 
Quartet’s deeply felt performances 
Janacek’s two quartets. The first, rath r 
elaborately based on Tolstoy’s Kreutz »r 
Sonata, is less inviting than the Intimate Pag:s 
quartet, a work as eccentric as anything a 
all this astonishing composer’s output, but 
one instinct with the ecstatic joy of living 
and loving that filled Janacek right into his 
old age. These are marvellous performances 
somewhat flatly recorded: I rather hope 
that a competitive version may be forth- 
coming from the quartet that bears the 
composer’s name, and bears it worthily. 
They have recently given a taste of their 
artistry on D.G.G. in Smetana’s From My 
Life quartet; but they also play Janacek’s 
quartets unforgettably, and should certainly 
record them. 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


A®> these lines are being written, thousands 
of New Yorkers are trooping through six 
floors of a large building on Eighth Avenue 
between 34th and 35th Street to view, and 
hear, the equipment at the annual High 
Fidelity Show. This year the theme is—you 
guessed it—stereo, and the corridors are full 
of conversation about pinch effect, channel 
separation, half-mil. styli, 45-45, vertical 
tracking and ganged controls. Everything 
is bigger and better than ever, though— 
annus mirabilis !—not as noisy as ever. In 
view of loud complaints from previous years 
that exhibitors were blasting away at too 
great a volume (and, in effect, cancelling 
each other out), a determined gentleman 
with a decibel meter has been parading the 
halls like a cop on Third Avenue (substitute 
Soho), popping into over-exuberant demon- 
strators’ booths with cease and desist orders. 

At the High Fidelity Show it’s all stereo. 
On the whole there has not been any 
revolutionary changes in amplifiers, turn- 
tables and assorted control equipment. But 
there is a very noticeable trend toward small 
speaker design. In previous years the 
emphasis was on monster three-way speaker 
systems, some of them as big as a heavy 
cruiser. Now, with stereo, anybody bringing 
out those monsters in pairs might get an 
order from the Taj Mahal, and maybe one 
from the Kremlin, but few other buildings 
could accommodate two such systems. 
Virtually all speaker manufacturers are 
concentrating on acoustic suspension types 
of speakers that are housed in units not much 
bigger than two feet long, one foot wide, one 
foot high. These little speakers are claimed 
to have a frequency response from some- 
where around 35 c/s to the vicinty of 15,000 
and even upward. 

As for the situation in records, some 
dealers are reporting a momentary lapse in 
sales. Customers, it would appear, are 


hesitant about purchasing monaural discs, 
and have not yet converted to stereo. But 
that has not stopped the companies from 
issuing their usual allotment of records ; and 
London has even started a new line. Prob- 
ably inspired by the success of Victor’s 
low-priced Camden records, London is 
issuing, under the Richmond label, a series 
of competitive discs (at $1.98) featuring fine 
performances that were originally issued on 
LP some years back and were discontinued. 
The material includes recordings by 
Ansermet and L’Orchestre de la Suisse 
Romande, Basil Cameron and the London 
Philharmonic in Peer Gynt, Katchen in the 
Rachmaninov C minor Piano Concerto, 
Ricci in the Tchaikovsky, Schuricht and the 
Paris Conservatory Orchestra in the Beet- 
hoven Fifth. These remain very good per- 
formances, and the recorded sound still 
stands up. In short, this bids fair to be a 
fine attraction for the American record 
collector. 

Some interesting discs by well-known 
pianists have recently been issued. An 
impressive one comes from Leon Fleisher 
and the Cleveland Orchestra under George 
Szell (Epic). Fleisher plays the Brahms 
D minor Concerto with unusual power and 
directness. There never has been any doubt 
about this young man’s technique, but now 
he is maturing into genuine artistry, and he 
also has a tonal control that was beyond him 
a few years ago. His conception at present 
may not have the finish of a Serkin, Backhaus 
or Szell, nor could it be expected to have ; 
but, on the other hand, he brings to the 
music an ardour and youthful freshness. 

Another fine young pianist is the Russian, 
Vladimir Ashkenazy, whose current disc 
(Angel) presents him in Rachmanincv’s 
Corelli Variations, Liszt’s Mephisto Waltz and 
Feux follets and Prokofiev’s Seventh Sonata. 
Ashkenazy appears to have virtually every- 
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thing—tone, technique, imagination and 
perfect control. He never pounds, yet 
manages to create large volumes of sound. 
As he is in his early twenties, a great career 
can be expected. Next to this kind of 
playing, Geza Anda, in Chopin’s E minor 
Concerto (Angel) sounds small-scaled and 
earthbound ; and Gyérgy Cziffra’s disc of 
Paraphrases, Transcriptions and Improvisa- 
tions (also Angel) sounds vulgar. The 
phenomenon of Cziffra can find no explana- 
tion here. On this disc his transcriptions of 
such material as Rimsky-Korsakov’s Flight 
of the Bumble Bee, the Sabre Dance, his own 
Rumanian Fantasy, Strauss’s Blue Danube, and 
other odds and ends rely on a few obvious 
tricks (interlocked octaves, flashy arpeggio 
work). He does have a certain flair, but to 
compare him to Horowitz, as some have 
been doing, is sheer nonsense. 

Of older pianists, there is Artur Rubin- 
stein, with the Symphony of the Air under 
Alfred Wallenstein, in the Saint-Saéns 
G minor Concerto and Franck’s Symphonic 
Variations (Victor). Pedants might point 
out a few sloppy passages in the G minor, 
but the fire and majesty of the playing— 
and that juicy Rubinstein .tone—still make 
him the king of pianists. Then there is Egon 
Petri, in a Westminster disc of Beethoven’s 
Hammerklavier, played with a few hesitancies 
(Petri, after all, is 77 years old) that are 
unimportant in view of the greatness of the 
conception. In his continuation of a series 
of Mozart piano concertos, Rudolf Serkin, 
with an orchestra conducted by Alexander 
Schneider, turns his attention to the 
A major (K.488) and D major (K.451). 
The latter is seldom heard, which makes this 
Columbia disc all the more welcome. 
Serkin plays with his usual strength. His is 
not a raised-little-finger type of Mozart ; it 
is rugged, has contour, and is a welcome 
relief from the pretty-pretty conceptions 
heard only too often. | 

Admirers of Bruno Walter will be pleased 
to know that he has followed up his great 
performance of Mahler’s Resurrection Sym- 
phony with a_ genial, smooth-flowing 
performance of Beethoven’s Pastoral. This 
performance is with the Columbia Sym- 
phony Orchestra. It is good to know that 
this conductor, though in semi-retirement, 
will continue to be represented on discs. 
Only a handful of living interpreters could 
have offered a Pastoral so ripe in tradition, 
so mellow in conception. 

Four opera sets:currently confront the 
reviewer. Mozart’s Idomeneo conducted by 
Pritchard, released here in an Angel album, 
already has been reviewed in these pages. 
Victor has a three-disc set of Samuel 
Barber’s Vanessa, with the Metropolitan 
Opera cast—Eleanor Steber, Rosalind Elias, 
Regina Resnik, Nicolai Gedda and Giorgio 
Tozzi, with Dimitri Mitropoulos conducting 
the M.O.H. Orchestra. (The opera is 
recorded on five sides ; the sixth contains a 
hcdgepodge of arias and ensembles from 
various Italian operas.) I have heard 
Venessa about five times now, and it 
impresses me no more than it did at the 
premiére, which was very little. The libretto 
has its preposterous aspects (it was, in- 
ci‘entally, written by Menotti), and the 
m:isic, with its elements of Strauss, 
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Moussorgsky and even Puccini, lacks 
personality. The much-talked-about last 
act quintet is not much more than an 
amplification of the Rosenkavalier trio. On 
the whole, I find Vanessa arty-arty and 
contrived. 

Victor also has a two-disc Cavalleria 
Rusticana (again with the last side devoted to 
arias, these sung by Bjérling). It features 
Tebaldi, Bjérling and Bastianini, with the 
Maggio Musicale Fiorentino conducted by 
Alberto Erede. Tebaldi has a few shaky 
moments, but she is in glorious voice for her 
“Voi lo sapete”: a tremendous outpouring. 
I cannot find much subtlety in her work 
here, though perhaps subtlety is out of 
place in Cav? Bjérling is amazing. He 
seems to have renewed his youth, singing 
with unlimited breath and _ strength. 
Bastianini is, as always, dependable. Thus 
this is a fine Cav, well paced by Erede. 

On two Columbia discs is Kurt Weill’s 
Dreigroschenoper, sang in German by German 
singers, with Lotte Lenya as Jenny. The 
opera is presented in its entirety. It is 
Weill’s best score ; one is tempted to call 
it his only score ; and it remains a gripping 
experience. Lenya never has had much 
voice, but her style is completely authentic, 
and when she sings about the black frigate 
it is enough to give a sensitive listener 
nightmares. 

A new company named Tap is bringing 
out a series of LP transfers of famous 
acoustic and early electric vocal discs. 
Current titles include Foremost Puccini 
Singers, Twenty Great Baritones, Golden Age 
Singers of the Metropolitan and Caruso 1901- 
1903. The choices are excellent, the 
transfers generally (though not invariably) 
good, and the calibre of voices makes one 
sigh for a vanished age. It may be that we 
have a few singers around who can match 
the “‘golden-agers” note for note, but one 
hand probably would suffice to count them. 





REVIEWERS NOTES 
W.S.M. writes :— 


In my review last month of the admirable 
Giselle records conducted by Yuri Fayer I 
very stupidly credited the orchestral playing 
to the Philharmonia Orchestra and not to 
that of Covent Garden. I should have 
spotted the mistake. My apologies to both 


orchestras. 


R.F. writes :-— 

My suspicion, rashly expressed last 
month, that the Neapolitan Dance in Swan 
Lake, the one with the cornet solo, might 


not be danced at.Covent Garden these-.days . 


turns out to-be unfounded, as my informant, 
the cornet player’s wife, has every reason to 
know. My apologies. 


Master highlights in orchestration... mma 
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MSTISLAV ROSTROPOVITCH |: 


with Symphony Orchestra of the 
Moscow State Philharmonic Society 
conducted by S. Samosud 
CONCERTO IN A MINOR—Schumann 


PHOTO: DENIS DE MARNEY 


ROSTROPOVITCH and DIMITRI SHOSTAKOVITCH 
SONATA FOR ’CELLO AND PIANO—Shostakoviich 


DAVID OISTREKH| =— 


with ALEXANDER KORNEYEV, 

NAUM ZEIDEL, 

and Chamber Orchestra under the 

direction of Rudolf Barshai i 

suaneoenaeemos ge | SVIATOSLAV RICHTER 
No. 4 IN G—J.S. Bach ie | 

Chamber Orchestra under the . — _ with ISAAK ZHUK, BORIS VELTMAN, 

direction of Rudolf Barshai : ; , MORITS GURVICH, ISAAK BURAVSKY 
BRANDENBURG CONCERTO | , 

No.3 IN G—J. S. Bach PMB1013 


QUINTET IN F MINOR—Franck PMA1042 
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THE HOLLYWOOD BOWL 


SYMPHONY ORCHESTRA 
IN CAPITOL FULL DIMENSIONAL SOUND 


Next time you play a Capitol long playing record of the world-famous Hollywood 
Bowl Symphony Orchestra, take a look at the ‘FDS’ symbol on the label. It reads 
‘Full Dimensional Sound’. It means a new warm, vital sound indistinguishable 
from the original performances in the splendid outdoor setting of the Hollywood 
Bowl. This magnificent orchestra’s brilliant series of recordings in Capitol’s 

‘Full Dimensional Sound’ delivers thrilling performances of breath-taking realism. 
That is what the ‘FDS’ symbol promises and delivers. That is why it’s worth 
looking for next time you visit your record dealer. 


HEAR THESE RECENT HOLLYWOOD BOWL ‘FDS’ RECORDINGS: 
The Music of Christmas—pPs393 - Strings by Starlight—ps444 - Russkaya!—pPs3384 - Nocturne—P8363 


E.M.I. RECORDS LIMITED .- 8-11 GREAT CASTLE STREET LONDON W.1 
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% indicates a stereophonic recording 


ORCHESTRAL 


BARTOK. The Miraculous Mandarin, 
Op. 19. 

STRAVINSKY. The Firebird—Revised 
Suite 1919. Fireworks, Op. 4. 
Royal Philharmonic Orchestra 

conducted by Fernando Previtali. 

H.M.V. CLP1224 (12 in., 25s. 9d. 

plus 10s. 1d. P.T.). 

Firebird : 

Suisse, Ansermet 


Philadelphia, Ormandy 
Paris Cons., Monteux 


(6/54) LXT2916 
(9/56) NBL5032 
(12/57) RB16047 
Sudwestfunk Orch., Horenstein (3/58) PL10430 
Concertgebouw, Beinum (3/58) SBR6222 


Minneapolis S.O., Dorati 
fa, Giutiny 7/5) (3/58) MRL2550 
Philharmonia, Giulini (4/58) 33CX1518 
Of Barték’s three stage works—Blue- 
beard’s Castle, The Wooden Prince and The 
Miraculous Mandarin—the last is by far the 
most dissonant. This is partly, perhaps 
mainly, for musical reasons ; Barték’s style 
was simply developing in this direction. But 
the subject of this ballet is one that rather 
encourages violence. A gang of thieves use 
a girl to entice men up to their room from 
the street below ; once there the victims are 
set on and robbed. There are three victims : 
first a shabby old gallant who turns out not 
to have any money and is unceremoniously 
kicked out ; then an equally impecunious, 
shy young man who suffers the same fate, 
to the girl’s annoyance; and finally ‘the 
weird, impassive figure of a Chinese man- 
darin. The girl forces herself to dance in 
order to excite his desire and suddenly finds 
that she has succeeded all too well; a 
grotesque chase ensues, from which she is 
only rescued by her associates. They strip 
the mandarin of his money and his jewellery 
and decide to kill him, but this proves 
difficult. First they smother him, then they 
stab him with a sword, and finally they 
hang him from the lamp-hook in the middle 
of the ceiling, but all to no effect. His desire 
for the girl is what makes him indestructible, 
and it is only when she embraces him that 
his wounds begin to bleed and he falls dead. 
It is perhaps not surprising that the ballet 
las rarely been given on the stage, and 
particularly regrettable that when the Royal 
Pallet did eventually decide to give it they 
entrusted it to a choreographer who com- 


pletely destroyed the claustrophobic power 
of the original conception by turning it into 
a kind of highbrow West Side Story. The suite 
as usually performed consists of most of the 
music up to the mandarin’s entry, followed 
by the girl’s seductive dance and the chase 
that follows it. In the present recording 
Previtali also cuts the scene with the shy 
young man (cue number 22 to six bars after 
30 in the score), which is a pity since it 
deprives us of one of the few comparatively 
lyrical sections. 

This performance is a pretty good one, 
but whether because of the recording or 
because of insufficient rehearsal the essential 
bones of the score do not emerge as clearly 
as they should, and important details tend 
to get lost in the welter of dissonance. The 
first few pages provide a good example of 
this, particularly if you compare them with 
the Mercury recording (MG50038) made 
by Dorati and the Chicago Symphony 
Orchestra, now unfortunately no longer 
obtainable. In this American recording 
(made, incidentally, as long ago as January 
1954) the brass fanfares cut clearly and 
cleanly through the string and woodwind 
ostinati; the Royal Philharmonic’s brass 
section seems, on the evidence of the newer 
record, to have no cutting edge to it at all. 
Altogether Dorati’s performance is clearer 
and rhythmically more secure, and although 
the new version is pretty good I’m afraid it’s 
not in the same class as a performance. 

Firebird is very well done, and it has the 
merit of being cheaper than most of its 
rivals. On the other hand it must be 
admitted that Previtali starts Kastchei’s 
demons dancing at a fairly steady pace 
and that the recording is not as vivid as the 
best recent versions—those of Monteux and 
Giulini. Fireworks is a short, early piece, of 
more interest to the student of Stravinsky’s 
style than anyone else ; I would willingly 
have traded it for a bit more of the Miraculous 
Mandarin music. Perhaps one of these days 
one of the companies will accept the 
challenge that Barték’s score poses to their 
recording techniques (it goes a stage or two 
further than The Rite of Spring in orchestral 
barbarity) and give us the whole thing in 
multi-dimensional sound—hasten the day ! 
Meanwhile, this version makes a fairly 
acceptable stop-gap. 
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BARTOK. Divertimente for Strings. 

HINDEMITH. Symphony, “ Mathis 
der Maler’’. Philharmonia 
Orchestra conducted by Constantin 
Silvestri. H.M.V. ALP1597 (12 in., 
30s. plus 11s. 83d. P.T.). 


Divertimento : 
Berlin R.I.A.S., Fricsay 
Zurich Chbr., Stoutz 
P.P.O., Boult 

Mathis der Maler : 
Berlin P.O., Hindemith 
Philadelphia S.O., Ormandy 
Berlin P.O., Hindemith (10/56) DG16130 
Pittsburgh S.O., Steinberg (11/57) P8364 


This is probably the least controversial 
of Silvestri’s records, and a very successful 
one. In the Mathis Symphony the 
Rumanian conductor gives many of the 
phrases (especially in the Finale) a more 
rhetorical cast than the composer did in 
his recording ; but I do not feel that he in 
any way disfigures or distorts the music. 
He requires from each instrument an 
intense, ‘‘characteristic” tone, rather than 
a general blend ; and this gives to Hinde- 
mith’s scoring, with its frequent doubling 
of wind lines, a fascinating combination of 
lustre and murkiness—like that of some old 
mosaic in a dusky church, or the shrine of 
Charlemagne in the Aachen Dom. At the 
end of the first movement, pages 31-2 in the 
miniature score, where the glockenspiel and 
the winds play im unison, there is rather a 
tangle, and some wrong notes. But for the 
rest the playing—and the recording—are 
brilliant. 

The Barték Divertimente is also distin- 
guished by intense tone; and the com- 
poser’s amazingly inventive and expressive 
use of solo, concertino and ripieno within 
the string body is extremely well realized. 
It is a dramatic, vigorous and buoyant 
performance, with Bartdék’s multitudinous 
tempo indications carefully observed. ‘This 
side too is perfectly recorded. A.P. 


(3/55) DGM18153 
(10/55) LX T5081 
(7/57) NCL1601T 


(6/54) LGM65018 
(6/55) ABL3051 


BEETHOVEN. Leonora Overture 
No. 3, Op. 72a. Egmont Overture, 

BRAHMS. Academic Festival Over- 
ture, Op. 80. Tragic Overture, 
Op. 81. New York Philharmonic 
Orchestra conducted by Bruno 
Walter. Philips ABL3225 (12 in., 
30s. plus 11s. 9d. P.T.). 

Four of the world’s greatest overtures in 
very great performances, performances of 
such quality as we rarely hear. Any 
occasional interpretative touches which one 
might not like matter not at all in face of 
the deep perception and the mastery. I 
myself, for example, think the speed of the 
Tragic Overture far, far too quick (though 
that is scarcely a matter of an “occasional 
interpretative touch” !), but I still admire 
the greatness of the way Walter, the speed 
chosen, conducts the work. 


But surely his allegro (or allegro non troppo, 
as Brahms precisely marked it) is exciting 
in a theatrical way and I don’t believe 
that was the kind of tragic mood Brahms 
meant to express. I must not suggest that 
Walter’s speed is unusually fast. Indeed, 
most conductors adopt something like the 
same approach and I may well be accused of 
thinking the rest of the soldiers out of step 
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with me on the route march. But at least 
one renowned conductor seems to share my 
view, as reference to the old 78s conducted 
by Boult will show. 

But forgetting this bee in my bonnet, I 
must emphasise that performances of the 
kind we have on this record can only come 
from a great artist after a lifetime of 
experience. The judgement in phrasing, 
dynamics and balance is superb everywhere : 
and the overall building of each overture is 
entirely satisfying. 

I wish the recording were as wholly 
successful. Not that it is for the most part 
bad—indeed, in Egmont and the two Brahms 
overtures it does well enough. But for some 
reason Leonora 3 comes off less satisfactorily. 
It seems to me that someone in control has 
been altogether too busy in bringing up the 
softest passages and then, getting scared, has 
reduced the power of the climaxes. (In the 
Tragic Overture the sotto voce string sound is 
excellent). The breathless hush of that 
string passage in the introduction to 
Leonora 3 is absolutely missing: the great 
Sff four bars near the end lose the'r 
devastating power (which I am quite sure 
was there in performance). Admittedly, 
this overture must be the devil to record, 
with its enormous range of sound: but I 
have heard it done far better than it is on 
this record. 

There is, range apart, also some incon- 
sistency of sound, a variation between 
nearness and further away: and at the 
famous flute run-up (just before the theme 
in duet between flute and bassoon) they 
have made sure of getting the flute’s very 
first notes, presumably by a nearby micro- 
phone, whereas everyone knows that it 
should emerge from the strings as it runs 
up—and always does in any concert per- 
formance. The flute’s breathy sounds in its 
lowest register, puffing out of the loud- 
speaker, are most odd. 

But to detail deficiencies in one part of 
this record’s recording is probably to over- 
emphasise them. The other works fare 
better and certainly well enough for us to 
enjoy these magnificent Walter interpreta- 
tions. For myself, I wouldn’t be without 
this record. T.H. 


BEETHOVEN. Symphony No. 5 in C 
minor, Op. 67. 

SCHUBERT. Symphony No. 8 in B 
minor, D.759, “ Unfinished ”’. 
Philadelphia Orchestra conducted 
by Eugene Ormandy. Philips 
ABL3230 (12 in., 30s. plus Ils. 9d. 
Folkeh 
Coupled as above : 


Cleveland, Szell (10/57) SBL5209 
Hamburg P.O., Winograd (4/58) PMC1039 


The Philadelphia orchestra seems un- 
willing to display any particularly sensitive 
solo-playing in the Schubert, and the 
symphony obviously suffers substantially. 
There is, however, a strong and well- 
balanced performance of the louder tuttis, 
and to some extent this makes amends. 

The Beethoven, too, is projected initially 
with some vigour; the first movement is 
actively forceful, and the second certainly 
stresses, and effectively, the con moto of 
Beethoven’s instructions. But then there is, 
relatively, some dimmution of energy ; the 
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‘combined scherzo and finale are less than 


overwhelming. I cannot think that Ormandy 
always chooses here the right, or from among 
the right tempos; it is not so much that 
some sections seem too fast or too slow as 
that the joins mostly seem stilted and 
unhappy. There is, in truth, a final presto 
in which all is unleashed ; but again the 
approach is sudden and uncompelling. 
Perhaps not all the tempo changes are 
those Ormandy would make in directing a 
single performance ; it may be that they 
result in part from an assemblage of different 
takes. Once this is certainly the case, for 
the pitch drops fractionally—an unhappy 
effect. The Schubert is also marred, rather 
more definitely, by a technical defect: a 
background noise of the nature of surface 
scratch which obscures the beginning of the 
first movement and some _ considerable 
proportion of the second. A little each side 
of bar 204 of this second movement it may 
be heard switching itself off and on again 
almost with a click ; and it is this instant- 
aneous stop and start which leads me to 
believe that the defect is in the recorded 
sound and not on the surface of the disc. 
Otherwise the recording is quite fair, 
though somewhat on the brittle side in tone 
quality. It is not as warm as that of the 
Parlophone coupling of these two sym- 
phonies ; but on that disc the performances 
are somewhat wanting in brio. On all counts 
I would recommend, for this particular 
coupling, Philips’s own earlier record, 
SBL5209 ; for this, too, is quite well 
recorded, and on it Szell and the Cleveland 
Orchestra give a very good performance of 
the Beethoven and a most acceptable one of 
the Schubert. It also happens to be the 
cheapest coupling of the two works at 
present available. M.M. 


BEETHOVEN. Symphony No. 9 in D 
minor, Op. 125, “ Choral”. Aase 
Nordmo Lévberg (soprano), Christa 
Ludwig (mezzo-soprano), Waldemar 
Kmentt (tenor), Hans Hotter (bari- 
tone), Philharmonia Orchestra and 
Chorus (Chorus Master: Wilhelm 
Pitz) conducted hy Otto Klemperer. 
Egmont, Op. 84—Incidental Music. 
Birgit Nilsson (soprano), Philhar- 
monia Orchestra conducted by Otto 
Klemperer. Columbia 33CX1574-5 


yrs 
(two 12 in., 60s. plus 23s. 5d. P.T.). 
Symphony No.9: 


leiber (10/52) LXT5362-3 
Toscanini (4/53) (7/58) (R)RB16106-7 
Scherchen /53) WLP6208 
Otterloo (4/55) semen’ + aay SBL5227 
Furtwangler 11/55) ALP1286-7 
Karajan a1) a cae -2 
Horenstein PL10000 
E. Jochum (10/57) DOM18901-2 
Weingartner (1/58) COLC27-8 
Boehm (4/58) CFL1011 


Here is the much anticipated Klemperer 
Ninth. So many readers will have heard 
him conduct this in the concert hall or on 
the radio, or will at any rate know his way 
with Beethoven from other records, that it 
seems hardly necessary to describe the result 
in much detail—it is so obviously going to 
be great Beethoven interpretation. And so, 
indeed, it is, with the Columbia technical 
staff all out, too, to make the result a success. 

But although we may know conductor 
and orchestra, there are two less predictable 
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participants in this performance, the solo: ts 
and the Philharmonia Chorus (who hee 
make their début on records). Solois s, 
bless their hearts (or, curse them, accordiz 
to your mood) are seldom predictable. T!:e 
best known of this quartet is Hans Hotte:, 
a fine singer and artist indeed, but singi: 
his opening recitative in a manner that w: f 
many sensitive ears. If only, one 
feels, he had concentrated less on expressing 
the message of the words and more on 
singing each note well in tune, for he pushes 
some very sharp. Later, when he is main!y 
engaged in quartet work, his contribution is 
excellent. 

The rest are. efficient without being 
remarkable, good enough, at anyrate, not 
to let things down. The soprano, Aase 
Nordmo Lévberg, does her difficult job 
pretty well, though she tends to force the 
pace a bit at the start and her final top B is 
precise rather than particularly beautiful— 
nothing like Schwarzkopf’s in her perform- 
ance with Furtwangler. Christa Ludwig 
fills her less exacting role well and Waldemar 
Kmentt is perfectly adequate, if not 
remarkable. Whether he has a ringing top 
B flat, by the way, one cannot tell, for the 
chorus covers him when he should come 
out with it. 

The Philharmonia Chorus is splendid. 
Bright tone, incisive attack, boundless 
energy and all the sustained power you 
could wish for—the sopranos’ long ff top A 
at the end of “‘der ganzen Welt”’ section is 
as thrilling as the subsequent pp chords 
from the whole chorus (‘‘muss ein lieber 
Vater wohnen’’). 

I said that there was little need to 
describe Klemperer’s interpretation, but 
that will not prevent me, like Saki’s boring 
Stephen Thorle, from doing so! It is a 
performance which leaves you at the end 
with the feeling that every performance of 
the Ninth should give, that you have been 
through a spiritual experience of over- 
whelming greatness. It is of a quality that I 
think no other living conductor could give. 
And, different as Klemperer is from 
Toscanini, the two have certain things in 
common. The astonishing attention to 
detail, the gift of illuminating the significance 
of some detail of orchestration that had 
escaped one’s attention before: and (which 
I think Klemperer has in even greater 
degree) the achievement of an orchestral 
balance that gives lucidity of a kind rarely 
heard. (Those close-packed imitative entries 
in the first movement, bars 427 to 452, have 
surely never been so clearly heard.) 

The first movement is immensely power- 
ful, but impressed me most of all by the way 
Klemperer seizes upon and conveys the 
essential atmosphere of every part of it, 
especially those pp passages of indescribable 
mystery. The Scherzo, with the Phil- 
harmonia playing the softest sections with 
astonishing delicacy, may seem a little 
steady and cautious in comparison with 
other conductors’ performances, but it is, in 
fact, taken at about Beethoven’s metronome 
mark. (Weingartner’s speed was only 
slightly faster, but Toscanini’s a good deal 
more so and gave, therefore, an entirely 
different feeling to the whole enineaet. 
But Klemperer is a great respecter of the 
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Of course you don’t choose your records like that! You know what you 
want, and you know that you can get them at Keith Prowse. The world’s 
finest records, and the most amazing selection—(never less than a quarter of 
a million in stock) are there for your choice. Every type, size and speed, 
including Stereo, Our advice costs nothing, but can be worth a lot to 

you. Visit our up-to-date salon at 90 New Bond Street, or Branches. 
Complete list of new issues post free on request. 





rd Service. 


ASe pacer ar 


alii hitaiiin 
Order Dept. 
1 Street. Londor 


Wl 


All L.P. and 45 r.p.m. records packing and postage free (in the U.K.) 


EVERY RECORD MENTIONED IN THE CURRENT ISSUE OF ‘GRAMOPHONE’ CAN BE OBTAINED FROM KEITH PROWSE 


































( *28 Advert The GRAMOPHONE 


ERICH ROSENTHAL 68 







—— 
— 






—_ yy, /- 














you listen 


you still want to hear something good. 
Good listening has never been a very simple 
achievement since the coming of electric reproduction. It may be ‘ simple * to buy 
a widely advertised low-priced instrument that ‘ sells in thousands,’ but what the listener hears 
seldom measures up to claims of the advertisements on which so much of the listener’s money has been spent. 
Even the more talented amateur who buys a selection of good pieces of equipment and strings them together himself 
often finds that the good listening has eluded him through some mysterious loop-hole. The coming of twin- 
channel records and instruments to play them has not simplified the technique of good listening. It offers 
possibilities attractive to many, especially among opera-lovers, but it has also multiplied the pit-falls. 
More than ever before is reliable advice needed on how to get good listening. The more complicated 
pick-ups, duplicated amplifiers and speakers make ‘ stereo’ instruments necessarily 70% more expensive than 
a single channel instrument of comparable quality and power. Two indifferent loudspeakers will not 
give the same realism as one good one. Not all the new pick-ups are satisfactory, and in general 
the ‘ teething troubles ’ of the new equipment are still acute. From this company you can rely on sound 
guidance towards good listening from engineers who are music-lovers, and who have the sincerity to tell you it may 
be better for you to order a new instrument prepared for extension to full ‘ stereo ’ function when good 
pick-ups become available, or even, if funds are limited or your room is too small for satisfactory ‘ spatial ’ effects, to avoid 
twin-channel equipment altogether, and to provide yourself only with a pick-up to play the new records when that 
catalogue has grown in importance. Whatever the circumstances good listening comes first, whether the channels be one or 
many. Similarly from this company you can rely on good advice in the choice of records for your instrument. The 
love and knowledge of music is the common denominator that unites the salesmen of our record department with the engineers 
of our technical department. The ‘Monthly Letter’ and the ‘Art of Record Buying’ are well known and trusted 
counsellors from Iceland to Tasmania, from China to Peru. A new supplement to the current ‘Act’ covering all issues up to 
and including the November issues will appear next month, price 3s., post free. 
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score and, by the way, is one of the few to 
observe the repeat of the second section of 
this movement. The slow movement, with 
a wonderfully rapt mezza voce from the strings, 
is surely all that one could wish for and a 
momentary lapse of ensemble between 
violas and woodwind at one point is 
insignificant beside the satisfying beauty of 
all the playing. 

This, then is a great experience to hear. 
And it was a fine idea to fill the fourth side 
with some of the Egmont music, for the usual 
fill-ups of another Beethoven symphony 
would have meant duplication for so many 
prospective buyers. And here we have 
singing in an altogether greater class than 
that in the symphony, Birgit Nilsson giving 
enthralling interpretations of Klarchen’s 
two songs, Die Tremmel geriihret and Freudvoll 
und leidvoll—this is superlative singing— 
while the orchestra plays a magnificent 
Overture and ends with the little-known and 
moving music for Klarchen’s death. T.H. 


*BERLIOZ. Symphonie Fantastique, 
Op. 14. Paris Conservatoire 
Orchestra conducted by Ataulfo 
Argenta. Decca Stereophonic 
SXL2009 (12 in., 28s. 9d. plus 11s. 24d. 
P.T.). Monaural: (8/58) LXT5423. 

Reviewing the monaural version of this 
performance J.N. put it simply and 
precisely when he wrote that “the most 
violent passages are on the whole the best’’. 
This, let’s face it, is faint praise, for any 
conductor of vitality can whip a good 
orchestra excitingly through the March to 
the Scaffold and most of the final orgy. The 
scene at the Ball is more difficult. Easy 
enough to give the sort of adequate per- 
formance Argenta gives here ; not so easy 
to give it that grace and charm which the 
greatest interpreters have brought to it. 

But the real test is in all the rest of the 
work, especially in the Scéne aux champs 
which, played through merely carefully, 
can be boring in the extreme, and I think 
that a conductor of this work can only be 
judged by what he makes of this sort of 
Berlioz writing. As I listened to Argenta at 
the beginning of the symphony I couldn’t 
help remembering the record of Markevitch 
in the same composer’s Harold in Italy and 
reflecting that there is all the difference in 
the world between the two. 

However, J.N. went into all this in some 
detail as recently as last August and there 
would seem to be no need for me to elaborate 
further. My job is to report on the stereo- 
phonic sound and here there can be little 
cause for complaint. The lively movements 
now come over with an even more exciting 
impact. The balance is in general good 
and the whole effect.is full and spacious. 


BIZET. Jeux d’Enfants. 

GOUNOD. Symphony No. 2 in E flat 
major. Lamoureux Orchestra, 
Paris, conducted by Igor Marke- 
vitch. D.G.G. DGM18469 (12 in., 
30s. plus 11s, 9d. P.T.). 

This seems an expensive way of buying 
the delightful Feux d’enfants. The idea was 
to make it a fill-up for Gounod’s second 
symphony which is dragged out to one and 
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a half sides ; but that work is so deplorably 
unoriginal as to be almost non-existent. 
The only light in its gloom occurs in the 
slow movement when the Intermezzo from 
Cavalleria Rusticana gets inextricably mixed 
up with the Adagio of Beethoven’s Ninth 
Symphony, with hilarious results. 

The performances are suave, with an 
occasional flaw of ensemble. The Jeux 
d’enfants sound as pretty as ever, and the 
acoustic is nice and round and airy. But 
you can buy them less expensively, or at 
any rate with more enjoyable companions 
on disc. J.N. says that Giulini/Philharmonia 
(33C:X1518) is the most desirable. Gounod’s 
second symphony is a first recording, and 
I’m not surprised. W.S.M 


BOIELDIEU. Overtures. ‘‘ The Caliph 
of Baghdad”: ‘The White Lady”. 
Bamberg Symphony Orchestra 
conducted by Fritz Lehmann. 
D.G.G. EPL30068 (7 in., 12s. plus 
4s. 84d. P.T.) 

This is an excellent coupling of the two 
pieces by which poor Boieldieu is almost 
exclusively known nowadays. The Caliph 
of Baghdad was produced in Paris in 1800 
with immediate acclaim, but after one of 
the performances the great Cherubini is 
said to have accosted the young composer 
brusquely: “Unhappy one! are you not 
ashamed of such undeserved success?”’. 
Boieldieu replied by asking for instruction, 
and was set to work on a strenuous course 
of counterpoint. The White Lady (iibretto 
by Scribe, a long way after Scott) was 
composed twenty-five years later, after the 
composer’s sojourn in Russia, where he was 
director of the Imperial Opera at St. Peters- 
burg. It was generally regarded as his 
masterpiece, and I can’t help wondering 
whether there may not be enough music in 
it to warrant a revival today. At any rate 
the overture is charming, and it is played 
on this record with exactly the right kind of 
sparkle. The recording is very good 
indeed. J.N. 


BRAHMS. Symphony No. 4in E minor, 
Philharmonia Orchestra 
conducted by Otto Klemperer. 
Columbia 33CX1591 (12 in., 30s. plus 


11s. 84d. P.T.). 

L.S.O., Krips (11/50) LX T5368 
New York P.O., Walter (10/54) ABL3008 
New York Stadium S.O., Bernstein 


(12/54) AXTL1066 
Berlin P.O., E. Jochum (10/55) DGM18163 
P.P.O., Boult 


(7/56) NCL16003 
Philharmonia, Karajan 


V.P.O., Kubelik 
Berlin P.O., Kempe (3/58) ALP1545 


Bernard Shaw said: “You should never 
believe what critics say”’, and so, notwith- 
standing M.M.’s expressed preferences on 
the subject of Brahms 4 on disc, I played 
the various versions listed above before 
turning to the new one. As a matter of fact 
I found the Kempe the most satisfying of 
them ; but that’s only by the way, because 
Klemperer’s reading is even more imposing 
and masterly. 

When you are appraising a record by a 
great popular hero like Klemperer, the 
only way is to shut out the picture of the 
man or the accumulated impress of his 
work, and to tell yourself he’s just a con- 
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ductor like any other, try to make believe 
that his work is completely new to you. 
But Klemperer is a great conductor because 
he does bring the music alive in his own, 
earth-shaking way; and these pretences 
lasted no time at all. The exposition of the 
first movement in this new record has a 
pace and spaciousness and a personal 
vitality in each inflection, that wipe out 
every, other performance from the mind, 
for the moment. And this is true of the 
whole performance. Whenever something 
happens in this most eventful symphony— 
the defiant rhythmic idea that prefaces the 


‘second subject of I, or the percussive 


climax before the rich string presentation 
of the second subject in II, or the triangle 
in III, or the trombone chorale and the 
final variations in IV—Klemperer is there, 
showing you what they mean in them- 
selves and in relation to one another. 
Sometimes the results are eccentric—I am 
thinking of his phrasing and articulation of 
the main tune of III, which is very peculiar 
—but always, for the moment, it persuades 
you of its rightness. That is what a great 
interpretation is. I have been wondering 
since then how often I should want to hear 
that phrasing, or the variable speed of the 
Passacaglia, which reaches almost a stand- 
still in the trombone bit (dotted minim 
= 12!); and if you try this version and 
rebel, then you might do better to invest in 
Kempe or Boult (sometimes dull but 
absolutely logical and beautiful, and an 
excellent bargain), or Karajan. I have a 
great affection for Bruno Walter’s reading 
too; the competition is very hot indeed. 
But Klemperer’s version takes the breath 
away so much as to add new overtones 
to the condition of stupefaction. . 
.M. 


* BRAHMS. Symphony No. 1 in 
C minor, Op. 68. Vienna Philhar- 
monic Orchestra conducted by 
Rafael Kubelik. Decca Stereophonic 
SXL2013 (12 in., 28s. 9d. plus 11s. 24d. 
P.T.). Monaural: (6/58) LXT5417. 

Kubelik gives here a splendid perform- 
ance of the symphony, allowing it an 
impulse to which it responds readily. He is 
supported, too, by fine orchestral playing 
throughout, in nearly every detail. 

As a monaural recording this was a good 
one ; as a stereo it is even better. Internal 
balance was not everywhere a strong point 
of the older version, but it now seems to be 
somewhat improved; in particular the 
oboe, previously somewhat backward, is 
now no longer so. Clarity, too, is improved, 
particularly in ensemble passages. 


*BRITTEN. Variations and Fugue on 
a Theme of Purcell, Op. 34. 

*DOHNANYI. Variations on a Nur- 
sery Tune. Victor Aller (piano), 
Concert Arts Orchestra conducted 
by Felix Slatkin. Capitol Stereo- 


phonic SP8373 (12 in., 30s. plus 
lls. 84d. P.T.). Monaural: (9/58) 
P8373. 


This version of The Young Person’s Guide 
seems to me a most remarkable piece of 
stereo engineering : a perfect demonstration 
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disc for someone who wants to show just how 
far stereo at its best is superior to monaural 
at its best. There is no exaggeration or 
undue sense of “ location ”, but a broad, 
full band of sound stretching from speaker 
to speaker, and most of it, as in the concert 
hall, seeming to come from the middle. The 
string-family variations move round, left to 
right as you face the orchestra, from violins, 
through violas to ’cellos, and then to the 
basses behind them, in a natural and con- 
vincing way ; and the one moment when 
there is real “‘ sound antiphony ”—when the 
violins break in brilliantly with their polacca 
against the staccato chords from the brass— 
is most exciting, and not at all contrived or 
artificial. Of course this score, with its 
emphasis on contrasts of tone-colour, is a 
perfect subject for stereophony. The clean- 
ness of line in the final fugue, with the brass 
standing well clear of the fugal bustle as 
they give out the Purcell theme, is extra- 
ordinary. 

Incidentally the anonymous note-writer 

makes a special point of the double-basses 
m the harp’s variation, and the harp in the 
horns’—the very things which, when review- 
ing the monaural version, I faulted the 
recording for not bringing out. They are 
equally backward in stereo version. 
_ In the Dohnanyi Variations the orchestra 
is every bit as good, though I feel that the 
piano tone, when the tune is delivered for 
the first time, is somewhat clangy and 
unreal-sounding. In fact it seems more 
difelike in the monaural version. In the 
later variations it improves, though it is 
never quite free from a slight xylophone- 
ring. There is some slight surface noise 
before the piano’s entry ; and I find that 
surface noise in stereo—no doubt because it 
is not ““ matched ”—immediately makes one 
conscious of the two speakers that otherwise, 
when listening to a record such as this, one 
straightway forgets. A.P. 


BRUCKNER. Symphony No. 8 in 
C minor (1885). Berlin Philhar- 
monic Orchestra conducted by 
Herbert von Karajan. Columbia 
33CX1586-7 (two 12 in., 60s. plus 
23s. 5d. P.T.). 

Concertgebouw, Beinum (3/56) ABL3086-7 
¥.P.M., Horenstein (7/56) PL9682 
Bruckner thought the Eighth was his 
best symphony, and if you are looking for 
mature Brucknerian thought this is the 
place to find it—here and in the unfinished 
but very moving Ninth Symphony. The 

Eighth is the one with the immensely long 

Adagio in D flat major, with the Scherzo 

that begins like rustling trees in some 

immense Wagnerian forest, and with the 

Finale that was supposed to represent all 

kinds of unlikely things, such as the meeting 

of the Austrian Emperor and the Russian 

Tsar, though I am always put in mind of 

the beating of an angel’s wings since the 

serene music contrasted with the galloping 
rhythms is surely something very like an 
angel. You cannot dismiss any of it lightly; 
if. you are at all sympathetic to Bruckner’s 
highly personal approach to symphonic 
structure, then it is a tremendous experi- 
ence, one to be undergone at regular 
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intervals and with all the musical awareness 
you can muster. 

Karajan has a reputation for driving 
music—something to do, I have suspected, 
with his known fondness for driving motor- 
cars—but it is no more justified here than 
it is in his performances of Bruckner’s 
contemporary Brahms. It is true that he 
starts the finale with a good deal of address; 
the Cossack riders, if that is what they really 
are, seemed pressed to reach Olomouc in 
time. But otherwise, and in the rest of the 
music, he is careful to allow the moods and 
ideas to expand comfortably. His account 
of the scherzo is a good deal slower than 
is usual (Horenstein has crotchet = 126 ; 
Van Beinum, crotchet = 138; Karajan, 
crotchet = 102), I think beneficially so ; 
if you want a faster rate of striking, you 
probably aren’t a natural Brucknerite. 
Like Van Beinum, but not Horenstein, he 
uses the Original Version—the revised score 
makes some cuts in the third and fourth 
movements. Van Beinum can get through 
the symphony in three sides by taking the 
scherzo at a good lick ; Horenstein takes 
four, and so does Karajan of course. The 
Berlin Philharmonic strings make some 
glorious music when left to themselves 
(though I had to strain to catch the violin 
solo at letter L in the slow movement), and 
the Berlin brass complete with Wagner 
tubas releases some tremendous shouts of 
joy at the a of the first movement. How 
beautiful and poignant, incidentally, these 
tubas sound in late Bruckner ; they enhance 
the grave warmth that settles so majestically 
on the Eighth Symphony, a warmth that 
enriches and complicates Bruckner’s har- 
mony, seeming to link the language of The 
Ring with that of Parsifal. 

Van Beinum’s performance sometimes 
seems more idiomatic than this new one, 
though not in the Scherzo ; but its acoustic 
is much less effective, and doesn’t do 
justice to the heaven-opening climaxes 
(M.M. thought so, too, when he reviewed 
it). Horenstein gets a noble performance, 
with a good acoustic; but I miss those 
extra bars in the slow movement—only ten 
of them, but extremely beautiful. Up to 
now I would firmly have said Horenstein, 
on account of the sound and the sense. But 
Karajan provides both, as well as complete- 
ness and superb orchestral playing; to 
choose otherwise, at this stage and for a 
keen Brucknerite (which I assume you are 
if you’re willing to pay over four pounds for 
one symphony), is like cutting off your 
nose, in a manner of speaking, to spite your 
faith. W.S.M. 


DEBUSSY. Danse sacrée et danse 
profane for Harp and String 
Orchestra 

HANDEL. Harp Concerto. Nicanor 
Zabaleta (harp), Berlin Radio Sym- 
phony Orchestra conducted by 
Ferenc Fricsay. D.G.G. DGI17115 
(10 in., 22s. 3d. plus 8s. 8d. P.T.). 


Debussy Dances : 
Stockton, Concert Arts, Slatkin 
(7/52) CCL7509, (8/55) CTL7096 
Amsterdam Chamber, Beinum (2/53) LX3097 
The harp repertoire is not large enough 
to allow of many famous soloists, but it is 


at least large enough to allow of some, and 
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in recent years we have been starved of 
what music there is for the instrume:::. 
Nicanor Zabaleta is a Spanish harpist, and 
his first two records to be issued in this 
country are reviewed in this month’s issu: . 

This record starts with one of the loude:: 
pianissimos I ever remember—almost a: 
loud as the forte climax of these Debussy 
dances. Zabaleta plays them both with 
distinction and style ; the orchestra sounds 
rather less in the mood of the music, and a2: 
times is a fraction behind the soloisi. 
Generally I am inclined to prefer the more 
integrated van Beinum performance (which 
is to be deleted at the end of this year). 
For one thing the harpist is better balanced ; 
I find Zabaleta a little too prominent. For 
another, van Beinum pays due regard to the 
composer’s dynamics. 

Nevertheless this new record is well worth 
consideration, for the Handel concerto on 
the other side is delightful. Many people 
will perhaps be surprised to learn that 
Handel wrote such a thing as a harp con- 
certo, and D.G.G.’s sleeve is, as so often, 
wholly uninformative when information 
is most needed. The music was originally 
published by Walsh in 1738 as the sixth and 
last of the first set of organ concertos, and 
as all organists will know, it is in B flat. 
Handel’s organ concertos were normally 
written to be played by himself between the 
‘acts’ of his oratorios, but “‘Alexander’s 
Feast’”’ (1736) is unusual in that concertos 
(not for organ) were also played in the body 
of the music, though they are not given in 
vocal scores. This sixth concerto was first 
played by one Powell on the harp after the 
recitative, ““Timotheus plac’d on high”. I 
am not at all clear how Powell got round 
the notes. He can have had no pedals on 
his harp. Most of the solo part stays firmly 
in B flat and there is hardly an accidental 
in the first and last movements—as one 
would expect. But the slow movement has 
an extremely chromatic passage near its end, 
which one would have thought would then 
have been unplayable. Needless to say, 
Zabaleta on his modern instrument has no 
difficulty with the notes, and the concerto 
falls entrancingly on the ear in its original 
form. The first movement makes the 
prettiest sound imaginable, and the orch- 
estra (which includes flutes) does well with 
what few chances Handel allows it. The slow 
movement, sad to say, is marred by a 
monstrously long and difficult cadenza, 
presumably by Zabaleta. Some cadenza is 
certainly needed at the pause, but fireworks 
such as these sound terribly out of period, 
and they go on and on and on. The last 
movement restores our good humour, and 
though there is not quite enough of the 
orchestra, and though purists will find a 
number of trills missing, I strongly recom- 
mend this delightful and charming record. 


R.F 


BY A ARRAU 


GREAT Concerto in A minor—Grieg 
Concerto in A minor—Schumann 
PIANIST 
COLUMBIA 33CX1531 
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November Newcomers: 


BARTOK: 
Concerto for Orchestra & Cantata Profana 


Murray Dickie, tenor and Edmond Hurshell, baritone; 
Vienna Chamber Choir, Bamberg ———- Orchestra and 
Vienna Symphony Orchestra, ted v, Heinrich 


Hollreiser PL 10,480 
BEETHOVEN: 

Fiano Censerte No. 4 & G & Cheeni Fantasy 
Fredrich Wiihrer, piano ; Bamber y Orchestra 


conducted by Jonel Perlea ; A an ammercr and 
— Symphony Orchestra conducted by Clemens 
Krauss PL 10,640 


HAYDN: 

Cello Concerto in D 
BOCCHERINI: 

Cello Concerto in B flat 
VIVALDI: 


Cello Concerto in E minor 
Gaspar Cassado, cello; Bamberg Symphony Orchestra 
comened by Jonel Perlea PL 10,790 


CHRISTMAS CONCERTOS 


by Corelli, Manfredini, Locatelli & Torelli 
Chamber Orchestras conducted by Dean Eckertsen and 
Rolf Reinhardt PL 10,500 


HAYDN: 
Symphony No. 45 in F sharp minor (‘Farewell’) 


Symphony No. 82 in C (‘Bear’) 
Sidwestfunk Orchestra, Baden-Baden, conducted by Rolf 
Reinhardt PL 10,340 


AMBROSIAN CHANTS 

Choir of the Polifonica Ambrosiana directed by Monsignor 
Giuseppe Biella DL 343 
£6.14.44d. (3 Records with booklet and in special 
container) 
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HOW LONG IS AN LP? 


An LP is very long—nearly a mile of groove on a 12” disc. Many a Vox LP is 
even longer. Vox have a special skill (called know-how where this know-how 
comes from) of increasing playing time without in any way impairing superb 
performance and recording. For instance, the Horenstein version of Beet- 
hoven’s Ninth fits in to a single Vox disc (PL 10,000) not only comfortably, but 
brilliantly. Romeo and Juliet, Marche Slave, Capriccio Italien, 1812—all on a 
single Vox record (PL 8700). Several other Vox records also give you over an 
hour’s listening, and you don’t want them to come to an end even then. 





MOZART: 

Complete Piano Trios 

Now available on 3 separate records PL 8493-1-2-3 

Please write for full catalogue VOX PRODUCTIONS (G.B.) LTD., OXFORD STREET, LONDON, W.1. GERRARD 7482 




























CLOSING THE GAP... 


Most of us know, oR KNEW, what could be expected from a good tape recorder 

in terms of frequency response at the various speeds. 

But a majer advance in the design of the recording head has altered all that. 

By closing the ‘gap’ in the cylindrical wall of the head — closing it in 

fact, to such an extent that the ‘gap’ can only be seen through a microscope—the | 
top frequency limit of tape recorder performance at any given 
speed has been radically lifted. This development has 

made it possible for a new speed to be introduced — the speed 
of 1] inches per second. Once considered impracticable, 

this speed now provides a surprisingly high fidelity. 

More than sufficient for a wide range of sounds one would 
want to record such as speech and probably even for 

‘pops’. Correspondingly the high frequency response at 73” 


per second is enhanced to a very high level 


---OPENS THE NEW WORLD 


TK 
——— 35 


The Grundig TK 35 is the first Grundig model to have 
three speeds :—74, 3? and 1{Z inches per second. 
The frequency response at 74” is 50-18,000 cycles, at 


32?” 50-14,000 cycles and at 1{” 100-8,000 cycles. 


The playing times are no less impressive, being 


“PO nip 


1} hours, 3 hours and 6 hours respectively when a | s ; . : - dll 
Grundig Polyester L.P. Tape is used. = | 

All the first-class features expected of the foremost 
model in the Grundig range are, of course, included. 


Ask your Grundig Dealer for a demonstration 


or write for free illustrated literature to 





GRUNDIG (Great Britain) LTD. Advertising and Showrooms: 39/41 NEW OXFORD STREET, LONDON, 


( Electronics Division, Gas Purification & Chemical Co. Limited) 
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MAKERS OF THE FINEST TAPE RECORDERS IN THE WORLD 


Trade enquiries to: NEWLANDS PARK, SYDENHAM, LONDON, S.E.26 


A a4 


- 


>. — YY 





~~ Oe CUS 





—_- An eee Oe Oe 2 Ote Se OO tse A Oe 2elUCUklC MlCUelC re elC lC RUC OCF 


w.c.l 


GS 134a 























November, 1958 


DOHNANYI. 
*cello, Op. 12. 

KODALY. Sonata for solo ’cello, Op. 8. 
Janos Starker (cello), with (a) 
Philharmonia Orchestra conducted 
by Walter Susskind. Columbia 
33CX1595 (12 in., 30s. plus 11s. 83d. 
Feeds 
Kodaly Sonata : 

Zara Nelsova (12/56) LXT5252 

It was Starker’s previous recording, six 
years ago, of the Kodaly unaccompanied 
sonata—one of the masterpieces of the 
’cello repertoire—that first shot him into the 
limelight (at least, as far as we in this 
country were concerned, for he had already 
won the Grand Prix du Disque Internationale 
four years previously) as one of the really 
great virtuosi of our day (Nixa PLP510— 
now deleted). Well do I remember my 
excitement on reviewing that disc: 
‘sensational’, I called the performance, 
and this it certainly was—even though sub- 
sequent personal acquaintance with Starker 
made it clear that, far from being a 
sensationalist, he is an intensely serious- 
minded player. His new recording, made 
in more resonant surroundings and with a 
rather less close microphone, reveals an 
even easier mastery of the work’s pheno- 
menal difficulties, and a fuller maturity 
which is heard in the greater sense of poetry 
in the slow movement. His rhythm in the 
declamatory phrases which open the sonata 
is still very free, but he is a little less 
impetuous without losing an iota of the 
excitement he created. It is, of course, an 
improvement not now having to turn the 
disc over in the middle of the second move- 
ment, and having the whole second side free 
for another work ; so that this new record- 
ing can be most warmly recommended— 
even if the previous one still gives us the 
same tremendous thrill as ever. His only 
competitor in the gramophone catalogues is 
quite out of the running. 

Considering the paucity of the ’cello 
repertoire, it is odd that the Dohnanyi 
Konzertstiick has been so neglected. It has 
not, I believe, been recorded before, and I 
cannot personally remember ever having 
heard it in the concert hall. But though it 
cannot be called very original or very 
profound, it is a substantial work (even with 
one cut, as played here), moellifluous, 
warmly lyrical with an almost Straussian 
opulence in places, and well made, as might 
be expected from so expert a craftsman as 
Dohnanyi. Starker plays it with great 
beauty of tone, and does not let the slow 
movement become maudlin ; only the too- 
forward placing of the ’cello in relation to 
the orchestra detracts from an otherwise 
very good recording. L.S. 


(2) Konzertstuck for 


DVORAK. Rusalka—Ballet Music. 

TCHAIKOVSKY. Eugen Onegin : 
Polonaise. Munich Philharmonic 
Orchestra conducted by Heinrich 
Hollreiser. D.G.G. EPL30013 (7 in., 
12s. plus 4s. 84d. P.T.). 

Not a very attractive coupling, I’m 
afraid. The ballet music from Dvofak’s 
Rusalka is conventional stuff; it comes in 
the second act, where the prince deserts 
Rusalka for one ~f the wedding-guests, and 
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it seems as though Dvorak was unable to 
muster the same interest in these courtly 
lay-figures as he felt for the supernatural 
characters (Rusalka he:s If. the water- 
goblin, and the witch) or the plebeian ones 
(the gamekeeper, the cook). This is the 
sort of ballet music which opera producers 
have every right to cut. Tchaikovsky’s 
wonderful Polonaise, on the other hand, 
plays an essential part in the drama of 
Eugene Onegin by suggesting the luxury of 
Tatiana’s new home in St. Petersburg ; no 
producer in his senses would want to cut 
this. But I have :xnzrd more dashing, 
vigorous performances than Hollreiser gets 
from this Munich orchestra. The recording 
is very good. N. 


DVORAK. Symphony No. 4in G major, 
Op. 88. Carnaval Overture, Op. 92. 
London Philharmonic Orchestra 
conducted by Constantin Silvestri. 
H.M.V. ALP1537 (12 in., 30s. plus 
lls. 84d. P.T.). 
Symphony No. 4: 

Concertgebouw, Szell 
Philharmonia, Kubelik 
Philharmonia, Sawallisch 
Bamberg S.O., Lehmann (12/55) DGM18141 
Hallé, Barbirolli (3/58) CCL30122 

I sometimes find this symphony somewhat 
disjointed, never quite developing into a 
whole. I was not conscious of any such 
defects in this performance ; in fact, I never 
remember enjoying the music so much. 
Silvestri is without any shadow of doubt 
first-rate at his job. He pays great attention 
to detail ; all expression marks are scrupul- 
ously but not excessively observed. He has 
a genius for balance ; all Dvofak’s entrancing 
decorative figures are audible. He does not 
drive the orchestra over-hard, but gives the 
music time to breath, and when he does 
whip up the tempo, it is at just the right 
moment and by just the right amount. He 
makes this sound a better symphony than 
it really is. A perfectionist might find 
traces of uncertainty in the playing in one 
or two places, but Silvestri is asking a lot of 
the orchestra with his very fine shades of 
rubato, and on the whole they respond 
magnificently. The timps are a little out of 
tune once or twice; the soft D’s near the 
start of the finale sound more like E’s. But 
it would be fairer to list some of the 
memorable moments : the beautifully judged 
return to the opening theme of the third 
movement, and the compellingly happy 
coda to this same movement; the beautifully 
phrased ’cello tunes in the first and last move- 
ments, and the static repose near the end 
of this last movement which so often is just 
the least bit ofa bore but is here miraculously 
beautiful. Silvestri is aware of the beauties 
in this music and makes us aware of them 
too. 

The Sawallisch and Barbirolli versions of 
this symphony throw in Dvofak’s Scherzo 
capriccioso as a fill-up ; the Silvestri is equally 
good value in bars per shilling with the 
Carnaval Overture occupying half of side 
two. This gets an exuberant performance, 
though perhaps the quality declines a little 
at the end. Generally the quality on this 
record is very good indeed, and I would 
recommend this disc above any of the others 
listed above. 


(2/52) LXT2641 
(12/53) ALP1064 
(1/55) 33SX1034 
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GLINKA. Russlan and Ludmilla: 
Overture. 

MOUSSORGSKY. Khovantschina : 
Overture. Prague National Theatre 
Orchestra conducted by Zdenek 
Chalabala. Supraphon SUEC862 
(7 in., 9s. 6d. plus 3s. 84d. P.T.). 

In the old 78 days, the Russlan and 
Ludmilla overture was a bit of a problem, 
for with most conductors it lasted five and 
a half to six minutes, too long for one side 
and too short for two. The problem was 
solved by speeding up the tempo, already 
very fast, to the verge of impossibility, and 
so getting all the music on to a single side. 
With 45s you would think such drastic 
measures were not necessary, but unhappily 
the lunatic speed still seems to have its 
admirers, and in this Czech performance 
(which would comfortably have fitted one 
side of a 78) the players are hanging on by 
their eyelashes. Polished playing is out of 
the question. I found myself more conscious 
than usual of the infuriating drum part, 
which keeps spoiling the impression left by 
the splendidly stirring ’cello theme, and I 
much preferred the Khovantschina Prelude 
on the other side. Some of the woodwind in 
this orchestra seem to have rather a pinched 
quality, noticeably the oboes, though much 
of the beauty of the music is realised. But 
the quality of the orchestral sound as a 
whole lacks the full realism of the best 
British and German recordings. R.F. 


GRIEG. Peer Gynt—Incidental music. 
London Symphony Orchestra con- 
ducted by Oivin Fjeldstad. Decca 
LXT5441 (12 in., 28s. 9d. plus 11s. 23d. 
Tellede 

% Decca Stereophonic SXL2012 (12 in., 

28s. 9d. plus 11s. 24d. P.T.). 

This is not the whole of the Peer Gynt 
incidental music which runs to 23 items. 
Beecham has recorded what purports to be 
a complete account of it—I have not heard 
this record, but a German text for the songs 
sounds queer to me; surely English or 
Norwegian is the sensible answer for release 
in U.S.A. and the U.K. Usually one hears 
four or eight numbers, in which form 
Grieg’s music has been recorded several 
times on LP. 

Mr. Fjeldstad and Decca go two better 
on that count. They include the prelude 
to the play which begins with the Peer 
theme (already known from _Ingrid’s 
Abduction in the second suite), goes on to 
Solveig’s song, and interrupts that with some 
viola solos which I thought a remarkable 
portrayal of Peer’s character, but turn out 
just to be Norwegian dance music— 
suggesting that Peer is a typical Norwegian 
which was, I believe, Ibsen’s intention. At 
the end of the second suite Mr. Fjeldstad 
adds the dance of the Mountain King’s 
Daughter, which is short and pleasant. 

What good music it is! Most of us have 
lived all our lives with the first suite, but as 
one plays this record it bobs up again as 
fresh as a daisy. This is particularly true 
of the stereo disc in which I enjoyed, not so 
much the spread and spaciousness of the 
sound, as the pungency and impact of the 
colours. Even the Hall of the Mountain 
King which I feared I had had for good, 
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after an excessive addiction to it when I was 
a boy, came up with real excitement. 

Mr. Fijeldstad conducted the Decca 
Gétterdimmerung, rather poorly I still feel. 
This Grieg record shows him in a most 
laudable light ; the performances are neat 
and stylish and also full of character, though 
the character seems as inevitable as a 
photographic portrait, whereas a conductor 
like Beecham (who sometimes does Peer 
Gynt in the concert hall) finds foibles and 
charms that the printed music never 
implied. A pretty record, but not a dazzler. 
The sleeve very sensibly reproduces Arthur 
Rackham’s jolly picture of Peer among the 


Trolls. W.S.M. 
GRIEG. Piano Concerto in A mimor, 
Op. 16. 


SCHUMANN. Piano Concerto in A 
minor, Op. 54. Solomon (piano), 
Philharmonia Orchestra conducted 


by Herbert Menges. H.M.V. 
ALP1643 (12 in., 30s. plus Ils. 83d. 
Pel). 
Coupled 


as above : 
Moiseiwitsch, Philharmonia, Ackermann 


(2/54) CLP1008 
Arrau, Philharmonia, Galliera (5/58) 383CX1581 
Richter-Haaser, V.S.O., Moralt (9/58) ABL3224 

These are not astonishing performances. 
But does one want that sort of thing in these 
particular two concertos ? Both Arrau and 
Richter-Haaser will give you more spec- 
tacular playing, but neither equals Solomon 
in two things, what I may call his quiet 
musicianship and his care for the turning of 
every phrase, an understanding that only 
comes from long experience. Solomon 
makes no effort to produce anything 
sensational: in these days of sensational 
pianism this musical and affectionate play- 
ing comes as something of a relief. 

Not, of course, that there is anything 
lacking in technique. But the things that 
most impress are his beautiful accompanying 
of the orchestra when that is called for, 
the way he realises so perfectly the necessity 
for strong bass octaves just before the 
Schumann cadenza (to mention only one 
such point): above all, the affectionate 
turning of every phrase. 

In the Schumann there is enough senti- 
ment but no wallowing, for the music is 
always propelled forwards. The sheer 
power of the start of the finale is first-rate 
and this movement, which so often falls a 
bit flat, comes off exceedingly well from both 
soloist ‘and orchestra. Altogether, a highly 
successful performance. 

The Grieg I like rather less—but then, as 
most pianists choose to play it, I always do! 
There are the usual excessive (as it seems to 
me) rallentandos, especially from the 
orchestra, the usual extra slow movement 
made of the central section of the finale: 
and the speed of the start of that movement 
is surely over cautious, But I don’t know 
where you will find most of these “tradi- 
tions” thrown overboard—certainly not in 
Arrau’s performance. 

Of the four who couple these concertos, 
Arrau gets the best piano tone. Solomon’s 
comes over well but in comparison just 
lacks ring: and the quality does seem to go 
eff a little (in the orchestra as well) at the 
end of each side, though not seriously. 

I cannot recommend the Arrau coupling 
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for, much as I enjoy his Schumann, I find the 
Grieg very misconceived (for reasons which 
I explained in my notice of it last May). I 
have a great liking for Richter-Haaser in 
both, a bit rough as the playing occasionally 
is: but the performances are captivating. 
Yet these are comparatively homely con- 
certos and I am not at all sure that I don’t 
at least equally like Solomon’s entirely 
musical and often intimate performances, 
beautifully played. T.H. 


HAYDN. ’*Cello Concerto in D major, 
Op. 101. 

WAGENSEIL. Concerto for ’cello, 
strings and continuo in A major. 
Enrico Mainardi (’cello), Munich 
Chamber Orchestra conducted by 
Enrico Mainardi. D.G.G. Archive 
APM14090 (12 in., 30s. plus 11s. 9d. 
PT). 

Haydn ‘Cello Concerto 
Fournier, S.C.O., a etteee (12/54) LX T2968 
Mainardi, Berlin Philharmonic, Lehmann 
(9/56) DGM18222 
Bengtsson, Danish Rad. Chbr. Orch., hwy ot . 
Baldovino, P.A. Orch., Previtall 2/58) A ALP1541 

The Wagenseil concerto is a newcomer 
to the gramophone: it is probable that the 
comporer will be known to most people, if 
at all, only from the story of the six-year-old 
Mozart playing a concerto of his at court 
(where he was music master to the Empress 
Maria Theresa) and insisting that since he 
wrote it he should turn the pages for him. 
He is what Tovey called an Interesting 
Historical Figure ; but there is charm in 
this work (especially in the finale, which also 
affords the solo ’cello scope to show off his 
cross-string technique), and the long 
expressive slow movement is particularly 
interesting. Perhaps hearing Mainardi in 
this immediately after listening to Starker 
in the Dohnanyi was a mistake, but the 
inescapable impression I received is of 
rough, tight and unlovely tone. From time 
to time a harpsichord can be faintly heard 
in the orchestra, but over and over again 
there are large holes in the texture which 
badly need filling in by the continuo. 

No continuo at all is audible in the 
Haydn, which offers no competition to 
existing recordings. Mainardi’s previous 
one, on D.G.G., was of the grotesquely 
perverted and inflated Gevaert version of 
the work, and can be dismissed straightway. 
The other three use the genuine Haydn 
score: Baldovino was too sluggish by half ; 
Bengtsson had a fine tone, but was not 
altogether convincing in his interpretation ; 
Fournier played beautifully, but the record- 
ing was not very good. The new Mainardi 
performance can only be termed pedestrian. 
In the opening tutti the playing, particu- 
larly of the ’cellos and basses, is insensitive, 
and though the soloist is also the conductor, 
the tempo of the opening and of the first 
solo entry are quite different: not only that, 
but the movement then keeps slowing down 
more and more, getting stodgier and more 
stiff-jointed, and the cadenza shows no 
awareness of historical aptness. The slow 
movement is just as dragged as Baldovinc’s, 
the finale is utterly lack-lustre. In the 
Haydn stakes I fear this is a non-starter. 

LS. 
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KODALY. Dances of Galanta. Dances 
of Marosszek. Philharmoni: 
Orchestra conducted by Leopolc 
Ludwig. Columbia 3381132 (10 in. 


20s. plus 7s. 10d. P.T.). 

Coupled as above : 
Vienna S.O., Moralt (1/55) NBR6006 
Berlin R.I.A.S., Fricsay (11/56) DG17060 


This is so much more brilliantly recorded. 
and more brilliantly played (compare, for 
a spot-check, the solos which open the 
Galanta set) than either of the preceding 
versions, that it becomes first recom- 
mendation for a coupling of these colourful, 
enjoyable dances. A 


LALO. Symphonie Espagnole, Op. 21. 
Leonid Kogan (violin), Paris Con- 
servatoire Orchestra conducted by 
Charles Bruck. Columbia 33C1059 


(10 in., 22s. 3d. plus 8s. 84d. P.T.). 
Campoli, L.P.O., Beinum (7/53) LX T2801 





D. Oistrakh, Philh., Martinon (5/55) 38CX 1246 
Gimpel, Munich P.O., Rieger (6/57) DGM19071 
Stern, Philadelphia, Ormandy (10/57) ABL3168 
Menuhin, Philh., Susskind (5/58) ALP1571 


This is superb. playing as such. I doubt 
whether you could find an imperfect note, 
either in intonation or tone, in all the five 
movements (the sometimes omitted No. 3 
is included here). Those principally inter- 
ested in violin playing will no doubt be 
enthralled. 

But it does seem to me that Kogan has 
rather forgotten the second word of the 
piece’s title. True, it is not Spanish to the 
degree that some other French composers 
so much enjoyed themselves in writing. All 
the same, a first-rate interpretation does 
need some regard for Spanish rhythms and 
melodic accentuation and Kogan shows 
almost none. 

The other fault of this issue concerns the 
recording. The soloist is right on top of a 
microphone (as if you didn’t guess!). In 
view of this, it is surprising that most of the 
woodwind is fairly clear (another micro- 
phone ?), but the serious trouble is that 
the ear gets positively wearied by so much 
close-up solo violin sound. When the 
orchestral violins hold ppp E’s at the start 
of the Intermezzo it is a real relief to hear 
violin sound at a proper distance. Do 
recording experts not realise that distance 
is necessary to lend enchantment to any 
playing ? At times Kogan is no doubt 
playing quietly, dolce, espressivo, and so on, 
but he never gets a chance to invest his tone 
with any remoteness and magic. 

This, as I have said, will delight the 
violin fanatics. I shall continue to prefer 
Gimpel or Stern : and the more I hear Stern, 
the better bargain this record seems to 
me to be, a very good performance complete 
on only one 12-inch side, coupled with 
Bruch’s Ist Violin Concerto. T.H. 


MENDELSSOHN. (a) Violin Concerto 
in E minor, Op. 64. 

RAVEL. (6) T ° 

SAINT-SAENS. (>) Havanaise, Op. 83. 
Michael Rabin (violin), Philhar- 
monia Orchestra conducted by 
(a) Sir Adrian Boult and (5) Alceo 
Galliera. Columbia 33CX1597 (12 in., 
30s. plus 11s. 8$d. P.T.). 

There are several alternative recorded 
performances—that’s not quite right, 
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SIR JOHN BARBIROLLI 
conducting the Hallé Orchestra 


Grieg—Peer Gynt Suite No. 1 
PYE CEC. 32016 (7” E.P.) 


Delius—“‘Irmelin”—Prelude; On Hearing the First 
Cuckoo in Spring PYE CEC. 32019 (7” E.P.) 


ALFRED DELLER, counter-tenor 
DESMOND DUPRE, Lute 

Three Ravens. Songs of Folk and Minstrelsy out 
of Elizabethan England. 
VANGUARD PVL. 7032 (12” L.P.) 


VIENNA STATE OPERA ORCHESTRA 
conducted by Megens Woldike 
Willi Boskovsky, Solo Violin 


Haydn—Symphony No. 103 in E Flat, “Drum Roll” 
Symphony No. 104 in D, “‘London” 
VANGUARD PVL. 7065 (12” L.P.) 


HOWARD HANSON conducting Eastman- 

Rochester Symphony Orchestra 

Recorded under the auspices of the Koussevitzky 
usic Foundation) 


Piston—Symphony No. 3 (1947) 
MERCURY MRL. 2549 (12” L.P.) 


(iE \ 
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NOW WEAR THIS... 





SIR ADRIAN BOULT conducting the 
Philharmonic Promenade Orchestra 


Brahms—Vars. on a theme by Haydn; Academic 

Festival Overture; Alto Rhapsody; Tragic Overture 
NIXA NCL. 16004 (12” LP) 

Symphony No. 1; Tragic Overture NCL. 16000(12” LP) 


Symphony No. 2; Academic Festival Ov. 
NCL. 16001 (12” LP) 
Symphony No. 3; Alto Rhapsody NCL. 16002 (12” LP) 
Symphony No. 4; Vars. on a theme by Haydn 
NCL. 16003 (12” LP) 


Schumann— ‘s 

Symphony No. 1 NIXA NCT. 17004 (10” 5? 
Symphony No. 2 9 NCT-. 17005 (10” LP 
Symphony No. 3 x» NCT. 17006 (10” LP) 
Symphony No. 4 » .NCT. 17007 (10% LP) 


Mendelssohn—Symphony gh, Symphony No 4. 
NIXA NCL. 16005 (12” LP) 
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SIR JOHN BARBIROLLI 
conducting the Hallé Orchestra 


Beethoven—Symphony No. 1; Symphony No. 8 
PYE "CCL. 30132 (12” LP) 


Mozart—Symphony No. 41; Symphony No. 2 
PYE CCL.30106 (a2 LP) 


KARL HAAS conducting the London Baroque 
Ensemble 

Albinoni—Concerto in D major. Pergolesi—Con- 
certo in G major. Scarlatti—Concertato in D major. 
Tartini—Symphony in A major. Vivaldi—Concerto 


for Woodwind, Strings, and Continuo 
PYE CCL. 30131 (12” LP) 


JOHN HOLLINGSWORTH 
conducting the Pro Arte Orchestra 


Sullivan (arr. Mackerras)—Pineapple Poll 
PYE CML. 33000 (12” LP) 





ANTON PAULIK 
conducting the Vienna State Opera Orchestra, 
Soloists and Chorus 


Johann Strauss Jnr.—The Gypsy Baron (complete) 
VANGUARD PVL. 7033/34 (2-12” LPs) 


JOHN PRITCHARD conducting the Royal Liver- 
pool Philharmonic Orchestra, Soloists, and Choir 


Tippett—A Child of Our Time—{complete on 3 sides) 
Ritual Dances (J. Pritchard conducting the Royal Opera 
House Orchestra, Covent Garden) 

PYE CCL. 30114/15§ (2-12” LPs) 
(Recorded in association with the British Council) 


MARIO ROSSI conducting the Vienna State 
Opera Orchestra, Soloists, and Choir 


Haydn—Missa Solemnis in D minor, (‘Lord Nelson 
Mass’’) VANGUARD PVL. 7071 (12” LP) 


HERMANN SCHERCHEN conducting the re 
Symphony Orchestra, Soloists, and Cho 


Handel—Messiah NIXA NLP. 907-1/3 oe LPs) 
MICHAEL TIPPETT conducting the Kalmar 


Chamber Orchestra, Soloists, and the Am- 
brosian Singers 


Purcell—Ode For Saint Cecilia’s Day (1692) 
NI XA NCL. 16021 (12” LP) 


M@®GENS WOLDIKE conducting the Vienna 
State Opera Orchestra, Soloists, and Choir 


Hayda—The Creation 
VANGUARD PVL. 7039/40 (2-12” LPs) 


,. SMALL SELECTION FROM 


OUR CATALOGUE 


Distributed by Pye Group Records (Sales) Ltd., 





66 Haymarket, London S.W.] 
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Looking back — 


FOR THE COLLECTOR 
Sneakingly we (on this side of the Journal), believe that the lovely tones of 


* MELBA+* MARTINELLI « 


(for example) 


are brought 
more surely and nearer to us upon the 
OLD ORIGINALS 
and we have many 
VOCAL RARITIES 
at reasonable prices. 


Collectors are invited to browse in our 
78 R.P.M. DEPARTMENT 


SECOND-HAND DEPARTMENT 
We wish to purchase good condition LPs 
and are pleased to take such copies in part-exchange with our 
INCOMPARABLE STAVE-SEALED LPs AND STEREO DISCS 
8 
78 R.P.M. DEPARTMENT 


We wish to purchase certain Piano Recordings and records 
of certain good Vocalists including G.&T.s, Zonos, etc., etc. 























Suppliers to Educational Autherities and Professional Bodies all over the World 
Contractors to H.M. Forces Overseas 





8 DEAN STREET OXFORD STREET LONDON W1 GERRARD 2757 
8 




















November, 1958 ; The GRAMOPHONE Advert 33 




























Looking forward — 
s of STEREO! 


A guarantee of virgin Mintness and 
thorough inspection for perfection is 
VITALLY IMPORTANT 
Thus 
STAVE-SEALED COPIES ARE IMPERATIVES 
Our LP’s and Stereo discs are:— 
Guaranteed unplayed (Post Free in the U.K.) 


Rigorously examined for perfection 
Stave-Sealed, dated and _initialled 


We send our STAVE-SEALED Records TAX FREE to 
Collectors and Bodies throughout the world, all charges 
free for orders of £10 and over 




















We are demonstrating the new EXPERT 
‘*‘STEREOPHON’’ 
(complete equipment) 
95 gns. Home , 68 gns. Export 


ACCESSORIES 


STAVE-SLEEVES in quadruple-thickness Polythene which fit over LP and record sleeves thus 
ensuring protection of the whole. 12” 6/-, 10” 4/6 per dozen (plus 6d. P. & P. under 20/-) 
The STAVE LOWMASS DIAMOND STYLUS 
89/2 Home Trade 67/6 Overseas 
The new paper and polythene window mixed sleeves 
12” 6/-, 10” 5/- per dozen (plus 6d. P. & P. under 20/-) 

Also 
All Sapphire Stylli, Libretti, Scores, Carrying Cases, Record Indexes, 

Dustbug, Pickup Controls, Miragrip, etc., etc. 
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Highlights from Carmen (Bizet) 


Tassinari, Corelli, Guelfi, Benetti. Conductor: 
Basile. 
12 inch L.P. LPC 55020. 41s 9d. 


The Art of Callas 


Excerpts from La Traviata, La Gioconda, 
I Puritani, Tristan und Isolde. 
12 inch L.P. LPC 50175. 41s 9d. 


Love Duets from the Operas 


Tebaldi, Pagliughi, Tagliavini, Carteri, 
Barbieri, Poggi, Petrella, Campagnano, 
Gavazzi, Prandelli, Soler. 

12 inch L.P. LPC 50178. 41s 9d. 


Illustrated catalogue 
now available 
from your dealer - price 4d. 


Special announcement: available during 
November, the eagerly-awaited excerpts 
from the famous Cetra RIGOLETTO, with 
Tagliavini, Pagliughi and Taddei, on ex- 
tended play—EPO 0301 and EPO 0337. 
Also Callas, with Albanese and Savarese, in 
excerpts from LA TRAVIATA on EPO 0303 
and EPO 0317, available in our new plastic 
dust-proof sleeves. 


TRADE AND EXPORT ENQUIRIES TO: 


The GRAMOPHONE 





5/7 BARTON SQUARE 


RARE RECORDS GROUP NOW OFFER : 


Shanty-O! A nautical fantasy 


Chetham’s Hospital Boys’ Choir. 
7 inch E.P. RRV 1001. 15s 34d. 


Christmas Carols 


Christians Awake—Joseph and the Angel— 
Three Kings (Cornelius)}—What Child is 
this? (Greensleeves)—A Child this day is 
born—What is this fragrance?—I saw three 
ships—Child Jesus—Myn lyking—God rest 
ye merry—Rocking—We three kings—The 
Angel sang—The Wassail Song—The Boar’s 
head—O come all ye faithful. 

Chetham’s Hospital Boys’ Choir. 

10 inch L.P. RRS 1001. 27s 10d. 


Welcome Sweet Pleasure 


Welcome sweet pleasure (Weelkes)}—Never 
weather beaten sail (Campian)—Fine 
knacks for ladies (Dowland)—The Silver 
Swan (Gibbons)—O Lady Fair (Lassus)— 
Siio ti vedess’ una sol (Lassus)}—Cor mio 
mentre vi miro (Monteverdi)}—El Grillo 
(Depres). 

The Northern Consort. 

7 inch E.P. RRT 1001. 16s 84d. 


See your dealer NOW 


MANCHESTER, 2 
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because alternative means two, and there 
are more than two versions in every case— 
available for each of these three pieces, but 
they haven’t all previously been put 
together in this format. If you want all 
three, this isn’t a bad investment at all ; 
Rabin has a sweet, silken tone that delights 
the ear, and a technique that keeps the 
playing clean and easy. He takes his time 
over Mendelssohn’s concerto; I thought 
the first movement so deliberate as to sound 
almost smug, and the finale doesn’t exactly 
scintillate in the Heifetz manner. But it is a 
wooing performance, with a euphonious 
accompaniment that only _ occasionally 
lacks definition. Ravel’s Tzigane sounds like 
home to Mr. Rabin; he evidently enjoys 
the long, imperious opening solo. And the 
Havanaise implies the sort of feathery tone 
and heady expression that he knows well 
how to supply. The recorded sound is 
extremely clear and warm, the balance 
sometimes overweighted so that the 
orchestra sounds distant in the Spanish 
pieces. Your choice probably depends on 
what you want for a coupler to the Mendels- 
sohn concerto ; most people seem to think 
Bruch or Tchaikovsky are the best bet, but 
if you think differently, well here’s another 
choice. For Mendelssohn by itself, I would 
make for the cheap label Oistrakh/Philips 
bargain, though there is musically a lot in 
favour of having the concerto complete on 
one side, as here. W.S.M. 


MAGNE. Le Rendez-vous Manqué— 
Ballet Suite (Sagan-Magne). Orch- 
estra conducted by Michel Magne. 
Columbia SED5554 (7 in., 9s. 3d. 
plus 3s. 74d. P.T.). 


MAGNE. Le Rendez-vous Manqué— 
Ballet Suite (Sagan—Magne). Orch- 
estra conducted by Michel Magne. 
Oriole EP7010 (7 in., 8s. 6d. plus 
3s. 4d. P.T.). 


Le Rendez-vous Manqué, in case you have 
forgotten already what it was, is the ballet 
which sputtered briefly into the headlines 
earlier this year—Paris, Monte Carlo, then 
the Dominion in Tottenham Court Road 

.. America... oblivion. Story by Fran- 
¢vise Sagan, décor by Bernard Buffet, 
choreography by Taras and Don Lurio, 
production by Bardot’s husband, Roger 
Vadim. And music—which is what 
concerns us here—by Michel Magne, who 
had already worked with Sagan on some 
numbers for Juliette Greco. I can’t say that 
the score amounts to much ; though it is 
all perfectly efficient, and the soupy 
numbers—especially the one where Skura- 
tov hunts through Paris to find Toni 
Lander again—are quite well done. The 
simplest way of showing how the two discs 


differ in content is probably thus: 1— 
Introduction ; 2—Dance of the Flames ; 
3—Dance of Desire; 4—Dance of 
Impatience ; 5—Dance of the Hands of 
the Clock ; 6—The Neighbour’s Dance ; 
7—Blues ; 8—Berceuse (In the Park) ; 
%9—Hunt through Paris; 10—At the 
Jeweller’s ; 11—The Hotel Bedroom (pas 
cle deux). : 


The Columbia disc consists of Nos. 2-7 ; 
the Oriole of Nos. 1-4 and 8-11. The whole 
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of the side 2 on the Columbia is given to 
the Blues, No. 7, which according to Noél 
Goodwin’s sleeve-note accompanies the 
celebrated Bathroom sequence in which 
Noélle Adam twined herself round Skuratov. 
To my indifferent ear it sounds much like 
No. 11, where Toni Lander did much the 
same thing, but in a less exotic setting. 
The Oriole, then, presents a fuller selection 
from the ballet, and it is also a rather 
better recording—besides being slightly 
cheaper. Oriole’s French is evidently 
rather rocky, and neither Mile. Adam nor 
M. Skuratov can be much pleased to find 
a sleeve-photograph of the latter, clinched 
with Miss Lander, captioned as being the 
former. A.P. 


MOZART. Bassoon Concerto in B flat 
major, K.191. 

STAMITZ, KARL. Bassoon Concerto 
in F major. Archie Camden 
(bassoon), London Mozart Players 
conducted by Harry Blech. H.M.V. 
DLP1153 (10 in., 20s. plus 7s. 10d. 
P.T.). 

Mozart Bassoon Concerto 


Helaerts, L.S.O., Collins (2/55) LX T2990 
Oelhberger, Vienna Op., Rodzinski 
(4/55) WLP5307 


Klepac, a Mozarteum a ch., 
57) DGM18297 


Maerzendo 
Bidlo, Czech P.O., Ancerl 5/e4), (3/58) LPV66 

The dry tone and small range of volume 
of the bassoon make stylish solo-playing of 
the instrument difficult. Usually a smooth, 
accurate, and _ well-toned performance 
without frills is gratefully accepted by the 
listener, and even this sometimes seems out 
of reach. Not, I hasten to add, out of reach 
of Archie Camden ; in this version of the 
Mozart concerto all these virtues are 
abundantly in evidence in the bassoon- 
playing. Any particularly stylish shaping of 
the phrases, however, is on the whole left 
to the orchestra, who do certainly make the 
most of their opportunities. 

The overall effect is one of smoothness, 
helped by the agreeable quality of recording 
and by a balance in which no undue 
emphasis is given to the solo part ; indeed 
at times it might be thought to be under- 
emphasised. The solo cadenzas are quite 
suitable ones (not at all to be taken for 
granted !), though a stickler for eighteenth- 
century style might miss their conventional 
conclusion. 

The Karl Stamitz concerto on the reverse 
is illuminated by similar qualities of per- 
formance and recording, and seems a 
useful addition to the very limited bassoon 
repertory. It plumbs no emotional depths, 
an enterprise in any case not to be expected 
either of Stamitz or of the bassoon ; but it 
certainly provides a most acceptable back- 
ing to the Mozart. 

There are, however, other good alter- 
native versions available of this Mozart 
bassoon concerto: Oecelhberger’s excellent 
one is backed by the Mozart Clarinet 
Concerto in perhaps one of its less stylish 

rformances ; and Klepac’s, also first-class 
and slightly better recorded, is backed by 
the Mozart Six Prague German Dances (I 
quote the label without discussion of the 
geography), K.509, and Two Marches, 
K.335. The MHelaerts version of the 
bassoon concerto is not, I think, the equal 
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of either of these, or of the new Archie 
Camden version; but it does have the 
virtue of a quite outstanding backing—a 
most lovely performance by Gervase de 
Peyer of the Mozart Clarinet Concerto. 
M.M. 


MOZART. Piano Concertos: No. 17 in 
G major, K.453 ; No. 25 in C major, 
K.503. Rudolf Serkin (piano), 
Columbia Symphony Orchestra 
conducted by George Szell. Fontana 
CFL1016 (12 in., 30s. plus Ils. 9d. 


Fuse - 
Coupled as above : 
Matthews, London Mozart, Blech 
(5/56) - po 


These are full-size performances of 
concertos, Serkin playing magisterially “ 
with the sort of tone and approach one 
might think sometimes more suited to 
Beethoven (especially in the first movement 
of K.503), Szell accompanying with what 
sounds like a pretty large body of strings. 
True, they have taken some trouble to get 
the woodwind clear, but there are still too 
many passages where essential lines are 
obscured, particularly in K.453, where 
there is so much concertante wind writing. 
In these places, too, Serkin is not always 
willing to keep his decorative arpeggios in 
the background: Denis Matthews, on his 
record of the same two concertos, under- 
stands this necessity far better. 

As to quality of sound on this new disc, 
it is generally good, my only complaint 
being that here and there the horns tend to 
boom a little. 

A.P., reviewing the earlier record, was 
anything but enthusiastic. His strictures 
were substantially justified, for the playing 
is not always remarkable for its crispness. 
But in comparison with this new coupling 
I find the older preferable. The gains are 
Blech’s lighter orchestral sound and a 
gentler approach on the soloist’s part. But 
there is, of course, more than one way of 
playing Mozart and I can fairly only 
indicate the differences between the two 
records and leave you to choose according 
to your taste. 

In K.453, by the way, Serkin plays 
Mozart’s own cadenzas, the first of those he 
composed for this concerto (as does Denis 
Matthews). In K.503 a cadenza by 
Casadesus is played and it proves to be 
reasonably apt and in style. T.H. 


MOZART. Piano Concerto No. 22 in 
E flat major, K.482. José Iturbi 
(piano), Colonne Concert Associa- 
tion conducted by José Iturbi. 
Columbia 33CX1578 (12 in., 30s. plus 
lis. 84d. P.T.). 

Boschi, Czech P.O., Klima (11/57) LPV205 

In spite of some deft playing from Iturbi 
himself this record falls well below the 
standard we have come to expect in Mozart 
piano concertos. Much of the orchestral 
playing is untidy, and ensemble is poor. 

Of course Mozart directed his own con- 

certos from the keyboard (in close conjunc- 

tion with the leader), but he would certainly 
have had a smaller and more manageable 
group of strings than we hear on this record. 

Under present conditions—i.e. with orch- 

E 
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estras of the usual modern size—a conductor 
is really a necessity. 


The quality of the recording does nothing 
to redeem the poor performance. The piano 
is “‘ off-mike”, so that it has a peculiar 
sepulchral sound, and the orchestra is not 
well balanced either with the piano or 
internally. Altogether this is a pretty feeble 
effort, and the Supraphon version (though 
not ideally recorded) is distinctly preferable. 
Héléne Boschi and the Czech Philharmonic 
give an impression of working together in a 
way that Iturbi and the Colonne Orchestra 
never do. 


MOZART, LEOPOLD. Toy Symphony 
(attrib. Haydn). 

PROKOFIEV. Peter and the Wolf, 
Op. 67 (Narrator: Peter Ustinov). 
Philharmonia Orchestra conducted 
by Herbert von Karajan. Columbia 
33C:X1559 (12 in., 30s. plus 11s. 84d. 
Foleh 
Prokofiev : 

Frank Phillips, L.P.0O., Malko (11/50) LX3003 
Wilfred Pickles, Philharmonia, Markevitch 
(10/52) DLP1001 
Cyril Ritchard, Philadelphia, Ormandy 
(2/58) ABL3193 

It is always rash to prophesy what children 
will enjoy, but I think it unlikely that their 
attention will be held very firmly by this 
slow moving account of Peter and his 
adventures. To mention only the first thing, 
Peter’s own theme should surely have a 
touch of jauntiness about it: here he 
doesn’t sound as if he would be much 
interested in anything he came across when 
he went out into the meadow early that 
morning. (He would more likely be still 
in bed, anyway.) Almost all Karajan’s 
speeds are slower than the composer 
indicates and there is little that Ustinov can 
do to keep the story alive and moving. 

Ustinov begins (as Pickles does) with 
** Shall I tell you a story ?”. That is a 
dangerous opening line—but perhaps I 
remember too distinctly the soprano who 
was singing to an audience of six-year-olds 
and in response to dutiful applause said, 
“Shall I sing you another song ?’’, to 
which a small boy promptly said, loudly 
and firmly, “ No”. Dealing with children 
one learns to state facts rather than ask 
questions and “I’m going to tell you a story” 
is the easy and natural way to begin. 

That detail apart, Ustinov tells the story 
very well, with enough, but never over- 
done, characterisation and drama. The 
recording is excellently forward and vivid 
(very important for children), with timpani 
that will rivet any small boy’s attention 
(though with some lack of sidedrum). But 
this record’s many virtues scarcely save the 
slow-moving account of the music. 

Which of the rivals is to be recommended 
for that Christmas present ? The Philips/ 
Malko one (due to be deleted at the end of 
the year) is very good and most of it still 
sounds fresh and vivid. The story telling is 
unaffected yet alive and Malko plays the 
music with point. The Pickles/Markevitch 
performance has a far less forward sound 
and I think the conductor’s part in it not as 
lively as it might be. 

Which leaves us with Ritchard/Ormandy, 
a disc which starts right away with the 
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advantage of getting the whole story com- 
plete on to one side. Grown-up children are 
likely to enjoy it most of all, for it is excellent. 
In his original review, P.H.-W. questioned 
whether Ritchard’s slightly sophisticated 
manner would go down with the younger 
ones. Perhaps not. But I am not at all sure 
that today’s children will even notice it 
and I think they may accept it perfectly 
happily. There is a bit too much “dear 
children”’ at the start but, for the rest, it is 
excellently entertaining, very well played 
and recorded. On the reverse is Britten’s 
Young Person’s Guide to the Orchestra (without 
commentary). 

I have not mentioned the performance of 
the Toy Symphony which acts as a fill-up on 
the second side of the record under review. 
It is very well done, but hardly off-sets the 
disappointing Peter and the Wolf. It is firmly 
announced as by Haydn, but I am glad to 
see that Arthur Jacobs, in his sleeve note, 
gives the work the origins now thought to 
be correct. 


PFITZNER. (a) Katchen von Heilbronn 
—Overture. 

WAGNER. (5) Rienzi—Overture. (a) 
Bamberg Symphony Orchestra and 
(6) Bavarian Radio Symphony 
Orchestra, both conducted by Fritz 
Lehmann. D.G.G. DG17065 (10 in., 
22s. 3d. plus 8s. 8d. P.T.). 

I’m surprised to see that the overture to 
Rienzi has not been recorded since Deéca 
brought out a version in 1951; and 
although that was conducted by Knapperts- 
busch I should think there can be little 
doubt that this new D.G.G. version is 
preferable. Lehmann gets an excellent 
performance from the Bavarian Radio 
Orchestra, with all the characteristic 
virtues of German orchestral playing—rich 
brass, string tone that is solid even in 
pianissimo passages, and an inimitable feeling 
for broad phrasing. These are just the 
virtues this piece needs, and the result is 
memorable. 

About the Pfitzner overture on the other 
side I can find nothing really kind to say. 
Maybe I am allergic to Pfitzner, but to me 
this piece seems strung together in a way 
which, if it were by an English composer, 
would have earned it the verdict “‘incom- 
petent”’. However, it too is well performed 
and recorded. J.N. 


RACHMANINOV. Piano Concerto 
No. 1 in F sharp minor, Op. 1. 


STRAUSS, RICHARD. Burleske. Byron 
Janis (piano), Chicago Symphony 
Orchestra 
Reiner. R.C.A. RB16071 (12 in., 
28s. 9d. plus 11s. 24d. P.T.). 


Rachmaninov Piano Concerto : 
Lympany, Philh., Malko (3/55) CLP1037 
Richter, U.S.S.R. S.O., Sanderling 
(8/58) PMA1037 


(10/54) PMC1005 


Strauss Burleske : 
Jacquinot, Philh., Fistoulari 
Gulda, L.S.O., Collins 
Mildner, Berlin R. Rother 60 
M. Weber, Berlin R. Fricsay (7/57) DGM18338 
Serkin, Philadelphia, Ormandy 
(10/58) CFE15018 


A good coupling, one that we haven’t 
had before. The classic fill-up for the 
Rachmaninov concerto is the Paganini 


conducted by Fritz 
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Rhapsody, as H.M.V. did in the now 
deleted Collectors series with the composer 
giving a marvellous demonstration of style. 
Sviatoslav Richter’s performance is, though 
it may sound blasphemous to say so, even 
more penetrating and brilliant, and it too 
is a model of style ; the odd coupling here 
is Bach’s D minor concerto. Both Rach- 
maninov and Richter show that the first 
rule in Rachmaninov interpretation is not 
to slobber at the mouth. Mr. Janis, for al! 
that he is a concert veteran of 14 years 
according to the fulsome record sleeve, has 
not yet learned this lesson. ‘The first 
movement sags and grows dull because he 
will savour the strawberry jam. The second 
subject of the last movement is shown up as 
a painfully inadequate piece of invention 
when Mr. Janis licks his lips over every 
squishy chord. It sounds beautiful and 
apposite as the Russian men play it. Mr. 
Janis has a big technique all right, and 
can throw off the first movement cadenza 
successfully ; but his playing sounds as 
though he hadn’t the intellectual acumen 
for the music. The piano tone is fine, though 
too forwardly balanced for the orchestra. 
Reiner gives an excellent account of the 
orchestral part in the Strauss Burleske ; Mr. 
Janis sticks out his jaw and plays the 
delightful piano solo aggressively and with 
rather affected over-emphasis. Gulda’s 
version is still the most attractive ; Serkin’s 
45 is a good second to it, and a bargain. 
W.S.M. 


¥%RIMSKY - KORSAKOV. Schehera- 
zade, Op. 35. London Symphony 
Orchestra conducted by Pierre 
Monteux. R.C.A. Stereophonic 
SB2003 (12 in., 28s. 9d. plus 11s. 24d. 
ay AE 
a Beecham (10/58) ASD251 

And now the stereo duplications begin to 
come! Comparing this with the recent 
Beecham performance, I can only say 
‘“*how happy could I be with either”. Of 
course there are a myriad small differences, 
but the over-all effect of both is highly 
satisfying. Beecham, to mention only one 
example, at the bassoon solo soon after the 
start of the Tale of the Kalendar Prince takes 
the word capriccioso to mean very capricious 
indeed, whereas Monteux takes more notice 
of the fact that it is also marked dolce ed 
espressivo, and curbs the capriciousness 
accordingly: but the effect of the whole 
movement from both conductors is utterly 
brilliant. 

The London Symphony Orchestra plays 
exceedingly well and its four woodwind 
soloists are every bit the match of their 
Royal Philharmonic colleagues, while Hugh 
McGuire is an admirable violin soloist—I 
was especially grateful to hear those long 
and very high E’s at the end so securely held, 
for the listener so often gets a bit anxious at 
this point. Monteux’s very great per- 
ception of the wizardry of the scoring is in 
its own way the equal of Beecham’s and he 
is specially notable for the way he builds 
each movement. 

The recording is splendid and in one or 
two points even wins over H.M.V.’s. Both 
give us a fine climax towards the end, for 
instance, but the management of the per- 
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In a manner of Speaking 





In the field of spoken word recording, Argo is the acknowledged leader and our already impressive 
catalogue is shortly to be implemented by the introduction of the American SPOKEN ARTS 
catalogue (Arthur Miller, Jean Louis Barrault, Madeleine Rénaud, J. B. Priestley, John van Druten, 
John Betjeman, Frank Pettingell, Siohban McKenna, Dorothy Parker, etc.). Among the generally 
acclaimed highlights in our catalogue are :— 


Under Milk Wood The Works of Shakespeare 


leads the field! 


The original recording of Dylan Thomas’s 
famous play, issued with the co-opera- 
tion of the British Broadcasting 
Corporation. This production won the 
Italia prize in 1954. Narration by 
Richard Burton with a full cast produced 
by Douglas Cleverdon. 


2—12” LPs RG21822 


Recorded by the Marlowe Society of 
Cambridge University and Professional 
Players directed by George Rylands. 
Six plays are available (Othello, As You 
Like It, Troilus & Cressida, Julius 
Caesar, Coriolanus, Richard Il). In 
November we release The Sonnets and 
Merchant Of Venice. For details of this 
project, issued under the auspices of 
The British Council, write to our 
Publicity Department. 


ALICE IN WONDERLAND 


Released last month, this highly successful recording was reviewed by Moore Orr in Gramophone 
Record Review as follows : 
“‘ It has been left to the enterprising Argo Compariy to provide LP representation. This they 
have done in a magnificent and admirable manner. Artists very well known on stage, screen 
and in B.B.C. Children’s Hour were engaged and the difficult problem of finding a suitable Alice 
was brilliantly solved by selecting, after many auditions, 12 years old Jane Asher. As the sleeve 
note rightly says, she is the embodiment of Lewis Carroll’s child friend.”’ 

2—12” LPs RGI45 & 146 


T. S$. ELIOT 


reads Old Possum’s Book of 


STEPHEN SPENDER 


reads_ selections from his poetry 











PRACTICAL CATS including :-— 
Recorded under the auspices of the British Council ELEGY FOR MARGARET 
I—12” LP RGI16 |—12” LP RG88 


Recent Releases 


MUSIC for the FEAST of CHRISTMAS THOMAS TALLIS 


The Choristers of Ely Cathedral Mass for Four Voices 
The Renaissance Singers Lamentations | & Il 
Director Michael Howard The Renaissance Singers 
Music by Gibbons, Byrd, Victoria, J. Hand, Director Michael Howard 
Sweelinck, etc., and the Coventry Carol. I—12” LP RG9I 
I—12” LP RGI48 


Ask For ARGO? 


For recent lists and addition to mailing list write to 
Publicity Director, ARGO Record Co. Ltd., 113/115 Fulham Road, London, S.W.3. 
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COLLECTORS’ CORNER 


62 NEW OXFORD STREET, LONDON, W.C.!I 
63 MONMOUTH STREET, LONDON, W.C.2 


(LANgham 6155) 
(TEMple Bar 5614) 


WE CARRY FULL STOCKS OF “‘STEREO” LP’s (sent postfree 


anywhere in U.K.), and especially recommend the following :— 


(playable only on Stereo gramophones) 








138008 BEETHOVEN: Sth Sym. & Consecration of House. B.P.O.—Maazel 41/9 
138009 BRAHMS: Piano Quintet, Op. 34. Janacek Quartet & Bernathova 41/9 
138011 BRAHMS: Lieder Recital. Fischer-Dieskau. br. & pf. - 41/9 
138004/5 BRUCKNER: Sth mandi eeanae ae music. nee. 
Jochum ; ss a 83/6 
133003 DVORAK: Dante Trio, Op. 90. Suk Trio = 30/11 
138007 HAYDN: Symphonies 9! & 103. Bavarian Redio—Jochum .. 41/9 
136004 HAYDN: Concerto, s. Flute D maj. & Oboe C maj. Munich Chamber 41/9 
136003 MONIUSZKO: Halka—Abridged. Polish Singers & Berlin R.S.O. 4/9 
13300! OFFENBACH: Gaite Parisienne. Berlin R.S.O.—P. Strauss 30/11 
138001 SCHUBERT: Symphony 9—Great C maj. BavarianR.S.O.—Jochum 41/9 
136001 R. STRAUSS: Also sprach Zarathustra. Berlin Phil.—Bohm 41/9 
136005 VERDI: Traviata—abridged. Stader, Hafliger, Winters, etc. 41/9 
133002 OPERATIC INTERMEZZI—Amico es Fedora, Butterfly, etc. 
Berlin .. 30/il 
ASD25! RIMSKY-KORSAKOV: Shohorazade. ‘Qevel Phil.—Beecham 41/8 
ASD252 BIZET: L’Arlesienne suites. Royal Phil.—Beecham 41/8 
ASD253 TCHAIKOVSKY: Symphony No. 4. Phitharmonia—Silvestri 41/8 
ASD254 BEETHOVEN: Symphony No.7 in A. Philharmonia—Cantelli ... 41/8 
ASD255 RACHMANINOV No. 4 & RAVEL in G. Piano Concerti. 
Michelangeli ... 41/8 
ASD258 GRIEG: Peer Gynt. Royal Phil. ~=Beochem with chorus, etc. 41/8 
ASD260 SIBELIUS: Symphony No. I. B.B.C. Symphony—Sargent 41/8 
ASD26! TCHAIKOVSKY: Symphony No. 5. Philharmonia—Silvestri 41/8 
ASD263 PROKOFIEV eanstenty & SHOSTAKOVITCH (Ist) me. on aye 
a 
ASD264 BRAHMS: Violin Concerto. Menuhin/Berlin Phil.—Kempe 41/8 
BSD751 BEETHOVEN: Pf. Concerto No. 3. Solomon/Philharmonia 30/11 
CSDI252. BALLET: Mile Angot & Birthday Offering. Royal Phil.—irving 35/10 
CSD1253 PROKOFIEV: Piano Concerti | & 3. Lympany/Philharmonia 35/10 
SAX2253 OISTRAKH VIOLIN RECITAL: Claire de lune, Jota, Extase, etc, 41/8 
SAX2259 BEETHOVEN: Sonatas 9, 10, 13, 14—Moonlight. Gieseking 41/8 
SAX2260 BEETHOVEN: Symphony 6—Pastorale. Philharmonia—Klemperer 41/8 
SAX2261 MOUSSORGSKY: Pictures at an Exhibition. creneneatil 
Karajan 41/8 
SAX2262 BRAHMS: Penghooe No. I. Phitharmenia—Klemperer .. 41/8 
SAX2263 DVORAK: 'Cello Concerto. Starker/Philharmonia—Susskind 41/8 
SAX2265 SCHWARZKOPF: Recital of Songs & Lieder = 41/8 
SAX2266/8 “BARBER OF SEVILLE” (Rossini). Gobbi, Callas, hive, etc. 125/1 
$BO2751 MOZART: Eine kleine Nachtmusik/HANDEL: Concerto ae 
in A min. Phitharmenia—Klemporer : 30/11 
$BO2752 BEETHOVEN: Piano Concerto No. 4. Gilels/Philharmonia 30/11 
SCX3251 WALDTEUFEL WALTZES: peoeemnates Estudiantina, etc. 
Philharmonia ... 35/10 
SCX3253 “MY FAIR LADY”. Singers & ‘Norrie Paremour Orchestra 35/10 
S$P8373 BRITTEN: Young Person's Guide/DOHNANYI: Nursery vars. 41/8 
SP8347 GROFE: Grand Canyon & Mississippi suites. Hollywood Bowl Sy. 41/8 
SLCTIO8 “KING & I’ Film soundtrack. Deborah Kerr, Yul Brynner, etc.... 39/7 
S$XL2001 TCHAIKOVSKY: 1812, Capriccio Italien, Slav. March. L.S.O. 39/i1 
$XL2002 BEETHOVEN: Emperor Concerto. Curzon & Vienna Philharmonic 39/11 
SXL2004 TCHAIKOVSKY: Pathetique Symphony. Vienna Phil—Martinon 39/11 
SXL2005 DVORAK: New World Symphony. Vienna Phil.—Kubelik 39/t1 
SXL2006 MENDELSSOHN (E min.) & BRUCH (No. |): Vin. Concerto. 
Ricci/L.S.0O.  .. 39/11 
SXL2007 ROSSINI: Bourtique Fontasque, ¢ etc. israel Phil —Solti -- 39/11 
$XL2008 OVERTURES: Zampa, Donna Diana, Merry Wives, etc. Paris Cons, 39/11 
$B2002 TCHAIKOVSKY: Violin Concerto. Heifetz & ChicagoSymphony 39/11 
SF5004 TCHAIKOVSKY: Nutcracker Suite. Boston Pops Orchestra 37/6 
SXL2009 BERLIOZ: Symphonie Fantastique. Paris Cons.—Argenta 39/11 
SXL2011 STRAVINSKY: Petrushka. Suisse Romande—Ansermet ... oe SP/tt 
SXL2014 “ANDREA CHENIER” Highlights. del Monaco, Tebaldi, etc. ... 39/11 
SKL4006/7 “MIKADO” (G. & S.) complete. d’Oyly Carte Opera Co. 71/8 
$B2005 STRAVINSKY: Rite of Spring. Paris Cons.—Monteux 39/11 
$B2006 TCHAIKOVSKY: Piano Concerto |. van Cliburn, c. Kondrashin 39/11 
$B2007 BRAHMS: Symphony No. 3. Chicago Symphony—Reiner .. . 39/il 
SXL2016 J. STRAUSS: “This is Vienna’’ Concerto by Vienna Philharmonic 39/11 
SXL2017 STRAVINSKY: Firebird. Suisse Romande Orch.—Ansermet 39/11 
SXL2019 VIVALDI: The Four Seasons. Stuttgart Chamber Orchestra 39/11 
SXL2022/3 “MERRY WIDOW” complete. Vienna State satan w. Hilde 
Gueden 79/11 
SKL400! “JOURNEY INTO STEREO”. Music and Effects 35/10 
CSCL7000i1 BEETHOVEN: Symphonies | & 8. Halle—Barbirolli 39/11 
CSCL70002 DVORAK: Symphony No. 4, etc. Halle—Barbirolli 39/11 
CSCL70003 LONDON BAROQUE ORCH.—Haas: Albinoni, Pergolesi, 
Scarlatti, etc. 39/11 
CSCL70006 FESTIVAL HALL ORGAN: Downcs—ftesic of Bach & Widor.. 39/11 
CSML73000 SULLIVAN: Overtures & Dances. Pro Arte—Stanford Rebiesen 35/10 
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NOVEMBER RELEASES 
E.P. 45 


BEETHOVEN 
Rondo 2 Cappricio, G major, Op. 129 
Rondo, C major, Op. 51, No. 1 
Albumblatt “Fiir Elise”, Op. 33 
Ecossaises, E) major 
Adrian Aeschbacher, Piano 
EPL 30323 


BOIELDIEU 
Overture “The Caliph of Baghdad” 
Overture “The White Lady” 
Bamberg Symphony Orchestra 
Conductor: Fritz Lehmann 
EPL 30068 


BRAHMS 
Hungarian Dance No. 5 
SCHUBERT-DRESDEN 

L’abielle (The Bee) 
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Perpetuum mobile, Op. 34 
ELGAR 


La Capricieuse, Op. 17 
Wolfgang Schneiderhan, Violin 
Albert Hirsh, Piano 
EPL 30336 


GRIEG 
“Sigurd Jorsalfar’ Triumphal March 
Wedding Day at Troldhaugen 
Bavarian Symphony Orchestra 
Conductor: Kurt Graunke 
EPL 30093 


HUMPERDINCK 
“Die Koénigskinder”’ (Excerpt) 
KREUTZER 
“Das Nachtlager von Granada” (Excerpt) 
Eberhard Wachter, Baritone - 
Radio Symphony Orchestra of Berlin 
Conductor: Gustav K6nig 
EPL 30309 


MOZART 
“Die Entfiihrung aus dem Serail” (Excerpts) 
Maria Stader, Soprano 
Radio Symphony Orchestra of Berlin 
Conductor: Ferenc Fricsay 
EPL 30140 


SCHUMANN 
Songs after Poems by Heine 
Irmgard Seefried, Soprano 
Erik Werba, Piano 
EPL 30324 


TCHAIKOVSKY 
“Eugen Onegin” -Polonaise 
DVORAK 
“Rusalka” Ballet Music 
Munich Philharmonic Orchestra 
Conductor: Heinrich Hollreiser 
EPL 30013 
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. Ernst Hafliger, Tenor 
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LONG PLAYING RECORDS 333 
NOVEMBER RELEASES 


BEETHOVEN 


Piano Sonata No. 8, C minor, Op. 13 
(Pathétique) 


Piano Sonata No. 31, A” major, Op. 110 
Elly Ney, Piano 
DGM 19084 


BRAHMS 


15 Romances from “Die schéne Magelone” 
by Ludwig Tieck, Op. 33 


Dietrich Fischer-Dieskau, Baritone 
Jérg Denus, Piano 
DGM 18480 


GOUNOD 
Symphony No. 2, E”’ major 


BIZET 
Jeux d’enfants 


Orchestre Lamoureux, Paris 
Conductor: Igor Markevitch 
DGM 18469 | 


HANDEL 
Concerto for Harp and Orchestra 


DEBUSSY 
Dances for Harp and Orchestra 


Nicanor Zabaleta, Harp 
Radio Symphony Orchestra of Berlin 
Conductor: Ferenc Fricsay 
DG 17115 


HINDEMITH 
Concert Music for Piano, Brass and Harps 
Op. 49 (1930) 

Concerto for Orchestra, Op. 38 (1925) 
“Cupid and Psyche” 
Ballet—Overture for Orchestra (1943) 
Monique Haas, Piano 
Berlin Philharmonic Orchestra 


Conductor: Paul Hindemith 
DGM 18474 





HUMPERDINCK 
Hansel and Gretel (Excerpts) 


Gisela Litz - Rita Streich 
Elisabeth Lindermeier - Res Fischer 
Horst Giinter - Marianne Schech 


Chorus, Munich Philharmonic Orchestra 
nductor: Fritz Lehmann 
DG 17100 


MOZART 
Violin Sonata, B’ major, K. 454 
Violin Sonata, A major, K. 526 


Wolfgang Schneiderhan, Violin 
Carl Seemann, Piano 
DGM 18250 


PFITZNER 
Overture “Kithchen von Heilbronn” 
Bamberg Symphony Orchestra 
WAGNER 
Overture “Rienzi” 


Bavarian Radio Symphony Orchestra 
Conductor: Fritz Lehmann 
DG 17065 


TCHAIKOVSKY 
Swan Lake (Ballet Suite) 
4 Waltzes 


from “Eugen Onegin” - Serenade for Strings 
“The Sleeping Beauty” - “Nutcracker Suite” 
Radio Symphony Orchestra of Berlin 


Conductor: Ferenc Fricsay 
DGM 19116 


RUSSIAN SONGS 


Bequest - The Lonesome Wanderer 
The Prisoner - Through the deep, mysterious 
Taiga - O mighty Dneiper - From faraway 

Don’t blame me, don’t scold me 

Winter, jolly winter - The Cranes 


Under the Ancient Oak - The Moon in the Sky 


Polka - Friends, let’s spend a jolly evening 
The Russian State Academy Choir 
Conductor: A. W. Sveschnikov 
DGM 19109 


Please write for free inclusion in our mailing lists to: 
DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. - 12/13 RATHBONE PLACE, OXFORD STREET, LONDON, W. 1 
TELEPHONE: LANGHAM 8156/7/8 
(formerly Heliodor Record Company Ltd.) 
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rammophon 
Gesellschaft 


CONCERTOS 
FOR YOUR LIBRARY 


A SELECTION OF SUPERB RECORDINGS BY FAMOUS SOLOISTS AND ORCHESTRAS 


BACH 
Double Concerto, D minor 
VIVALDI 


Double Cencerto, A minor 
coupled with Trio Sonatas 
by Bach and Tartini 


David and Igor Oistrakh, Violins 
Hans Pischner, Harpsichord 
Gewandhaus Orchestra, Leipzig 
Conductor: Franz Konwitschny 
DGM 18393 


BEETHOVEN 
Piano Concerto No. 1, C major, Op. 15 
DGM 18129 
Piano Concerto No. 2, B’ major, Op. 19 
Piano Concerto No. 4, G major, Op. 58 


DGM 18310 

Piano Goncerto No. 3, C minor, Op. 37 
DGM 18130 

Piano Concerto No. 4, G major, Op. 58 
DG 16072 

‘ Piano Concerto No. 5, E? major, Op. 73 
(Emperor) 
DGM 18131 


Wilhelm Kempff, Piano 
Berlin Philharmonic Orchestra 
Conductor: Paul van Kempen 


BEETHOVEN 
Violin Concerto, D major, Op. 61 
Wolfgang Schneiderhan, Violin 
Berlin Philharmonic Orchestra 


Conductor: Paul van Kempen 
DGM 18099 





MENDELSSOHN 
Violin Concerto, E minor, Op. 64 
WIENIAWSKI 
Violin Concerto No. 2, D minor, Op. 22 
Igor Oistrakh, Violin 
Gewandhaus Orchestra, Leipzig 


Conductor: Franz Konwitschny 
DGM 18329 


MOZART 
Piano Concerto No. 19, F major, K. 459 
Piano Concerto No. 27, B’ major, K. 595 
Clara Haskil, Piano 
Berlin Philharmonic Orchestra 
Bavarian State Orchestra 
Conductor: Ferenc Fricsay 
DGM 18383 


TCHAIKOVSKY 
Piano Concerto No. 1, B?’ minor, Op. 23 
Shura Cherkassky, Piano 
Berlin Philharmonic Orchestra 
Conductor: Leopold Ludwig 
DGM 18013 


Piano Concerto No. 2, G major, Op. 44 
Shura Cherkassky, Piano 
Berlin Philharmonic Orchestra 
Conductor: Richard Kraus 
DGM 18292 


Violin Concerto, D major, Op. 35 
David Oistrakh, Violin 
Saxon State Orchestra, Dresden 
Conductor: Franz Konwitschny 
DGM 18196 


Please write for free inclusion in our mailing lists to: 


DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. 


12/13 RATHBONE PLACE, OXFORD STREET, LONDON, W.1. 


TELEPHONE: LANGHAM 8156/7/8 
(formerly Heliodor Record Co. Ltd.) 
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cussion in this big sound is better done and 
its telling clarity adds much to the vividness 
of it all. 

I wished R.C.A. showed H.M.V.’s taste 
in the production of their sleeves—what 
could be better than H.M.V.’s reproduction 
of the original Bakst decor for the ballet ? 
Certainly not the vulgar colours I see here, 
though I’m afraid they may help sell the 
record, since cinema posters have con- 
ditioned the public to be attracted by this 
sort of thing. Luckily, what is inside is 
very much all right. The monaural issue 
of this stereo is scheduled for release this 
month on RB16077. T.H. 


ROSSINI-RESPIGHI. La Boutique 
Fantasque — Ballet. Royal Phil- 
harmonic Orchestra conducted by 
Sir Eugene Goossens. H.M.V. 
BLPi104 (10 in., 22s. 3d. plus 8s. 84d. 
Feleb 


I think it was Karsavina who remarked 
that when she was dancing the part of the 
Chosen One in Stravinsky’s Rite of Spring 
the only times she managed to keep in 
time with the orchestra were when Eugene 
Goossens was conducting. I’ve sometimes 
found Sir Eugene’s treatment of romantic 
music in the concert-hall disconcertingly 
dead-pan, but there’s no doubt that his 
rhythmic accuracy pays dividends in ballet 
music, and particularly here, in the doll- 
world fabricated by Respighi from frag- 
ments of Rossini. I’m not sure that for 
ordinary home listening I wouldn’t prefer 
Solti’s splendidly vigorous reading with the 
Israel Philharmonic on Decca LXT5341 
(now issued on stereo too, I see), but for 
anyone who has seen the ballet on the stage 
this new version may recapture its 
atmosphere even more strongly. But try 
the beginning of the second side: if you 
find this a bit too rigid, as you may, you 
should probably make for Solti’s recording, 
or perhaps one of the cheaper ones, like 
Irving’s with the Philharmonia. At any 
rate the recording on this new disc is fully 
as good as any of its predecessors. J.N. 


SAINT-SAENS. Introduction and 
Rondo Capriccioso, Op. 28. 

TCHAIKOVSKY. Violin Concerto in 
D major, Op. 35. Igor Oistrakh 
(violin), Pro Arte Orchestra con- 
ducted by Wilhelm  Schiichter. 
Columbia 33CX1594 (12 in., 30s. plus 
lls. 84d. P.T.). 

The Saint-Saéns piece is the fill-up, 
occupying the second half of side two ; it is 
usual these days to fit Tchaikovsky’s violin 
concerto on to one side (unless you play 
the work uncut, as Campoli does in what I 
think is the best version), but here the 
habitual cuts are made in the finale, and it 
still spills over on to side two. 

Igor Ojistrakh’s is a lightweight view of 
the Tchaikovsky concerto, and rather a dull 
one. He applies a good deal of rubato in 
the espressivo music, but manages curiously 
to make it sound unspontaneous and 
mechanical. He takes a nasty pi mosso for 
the second subject of the slow movement, 
and skates thoughtlessly through the finale. 
Yet his tone is sweet and strong, very warm 
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but altogether masculine ; and his fiddling 
is clean and brilliant. He gives a better 
account of himself in the Rondo Capriccioso, 
with excellent attack and rhythm, wonderful 
bowing and marvellously clean runs. His 
top register, inclined to get lost in Tchai- 
kovsky, is still a little thin (e.g. in the 
Introduction), and once his intonation 
falters ; but it’s an attractive performance. 
The orchestra is rather distant in both 
works ; the bassoon counterpoint in the 
recapitulation of the second subject of 
Tcha:tovsky’s first movement (what a 
mouthful, but we can’t all remember where 
bar 258 is) can hardly be heard, and the 
tuttis in the Rondo sound unrecessed. 
W.S.M. 


SIBELIUS. Tone Poems. Volume 1: 
Legends and Sagas. En Saga, Op. 9; 
The Swan of Tuonela & Lemmin- 
kainen’s Homecoming, Op. 22; 
Pohjola’s Daughter, Op. 49; The 
Bard, Op. 64 (NCL16023). Volume 
2: Patriotic and Nature Pieces. 
Tapiola, Op. 112; The Oceanides, 
Op. 73; Nightride and Sunrise, Op. 
55; Finlandia, Op. 26; Prelude to 
“The Tempest”, Op. 109 (NCL16024). 
Philharmonic Promenade Orch- 
estra conducted by Sir Adrian 
Boult. Nixa NCL16023-4 (two 12 in., 
28s. 9d. plus 11s. 2$d. P.T. each). 


The classification of Sibelius’s tone 
poems into “Legends and Sagas” and 
‘Patriotic and Nature Pieces’ is an accept- 
able one, even though Nature and the 
atmosphere of his native Finland are rarely 
absent from any of Sibelius’s music. By 
bringing together these works, a valuable 
conspectus is offered of his highly individual 
technique ; and his mosaic construction, 
uncannily unique orchestration, and 
mannerisms such as his tremolos, obsessive 
figurations and trailing wisps of thirds, can 
be studied as a whole. Nevertheless I trust 
no one will be so unwise as to try and listen 
to these orchestral pieces straight off one 
after the other, as the unfortunate reviewer 
has perforce to do: the atmosphere of bleak 
chill landscapes and the icy winds that 
scream through these scores make one 
huddle closer to the fire and pull the 
curtains against the draught. 

What is remarkable is the perennially 
gripping power of these tone poems, even 
those which are long since familiar: 
Tapiola and Pohjola’s Daughter in particular 
stand out as major works by the highest 
standards. The latter’s detailed “pro- 
gramme’’, the furious hell-bent rhythm of 
Nightride and Sunrise, and the Tempest 
Prelude (once described, in an inspired 
misprint, as “‘the most thoroughly onomata- 
poetic stretch of music ever written’’) are in 
complete contrast to the rarely-played Bord, 
described by the same critic as “‘a brooding 
over a handful of minute motive-fragments 
that develop very little, when at all’. (With 
Sibelius, incidentally, the “programme” 
cannot be forgotten, as with so many com- 
posers.) The performances here vary 
rather, from a somewhat disappointing En 
Saga (with a very flat first trumpet entry) 
and a slightly constrained Lemminkainen’s 
Homecoming to a very exciting Pohjola’s 
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Daughter and Nightride, and a Finlandia which 
is played for all it is worth. The recording 
in En Saga and Finlandia is inclined to be 
coarse, and in The Swan of Tuonela the cor 
anglais is occasionally drowned by loud 
string tremolos; but on the whole these 
are well-made discs. L.S. 


SIBELIUS. Symphony No. 2 in D major, 
Op.43. B.B.C.Symphony Orchestra 
conducted by Sir Malcolm Sargent. 
H.M.V. ALP1639 (12 in., 30s. plus 


lls. 84d. P.T.). 

L.S.O., Collins (10/53) LXT2815 
Hallé, Barbirolli (5/54) ALP1122 
Philharmonia, Kletzki (6/56) 838CX1382 


Hamburg R.O., Schmidt-Isserstedt 


(5/58) PMC1054 
Philadelphia, Ormandy (5/58) ABL3214 

The broad sweeps of Sibelius are beauti- 
fully expounded in this performance. Some 
of the sweeps, indeed, are made to appear 
very broad indeed, and effectively so; in 
the finale it is the expanse of the tune that is 
emphasised, seemingly the more so because 
of the impetus unleashed in some of the 
passages leading up to the tune. A little 
less effective is the retention of the original 
timpani part at the final climax, in place of 
the revision now often heard (if any reader 
knows definitely whether this revision had 
or had not Sibelius’s approval I should be 
most grateful to hear from him). 

But everywhere the orchestral details are 
finely in place. Internal balance is par- 
ticularly well handled ; and leaders of wind 
pairs or sections dissuaded from dominating 
too strongly their partners. Thus many 
woodwind duets are the gainers; and so 
are very many brass passages, for the 
strength Sibelius demands emanates here 
not only from the principal trumpet but 
also from all the contributors right down 
the chord concerned. 

The whole is presented in a clear recorded 
sound, with quite enough brilliance, and 
enough warmth to stand comparison with 
all but the very best. The symphony 
is a work that has been lucky on 
disc ; among modern versions the Collins, 
Kletzki, and Schmidt-Isserstedt are all first- 
class. The new disc joins that company, and 
if choice lies between these four records it 
can certainly not go seriously wrong. 

M. 


¥*STRAVINSKY. Petrushka—Complete 
Ballet. Suisse Romande Orchestra 
conducted by Ernest Ansermet. 
Decca Stereophonic SXL2011 (12 in., 
28s. 9d. plus Ils. 24d. P.T.). Mon- 
aural: (6/58) LXT5425. 

The virtues of Ansermet’s Petrushka need 
no stressing at this time of day. He has now 
recorded it three times for Decca, and the 
two earlier versions, as the company 
entirely truthfully say in a sleeve-note, each 
in its day proved something of a landmark 
in recording technique. The third version, 
reviewed by J.N. last June, again proved 
to be a winner, representing an advance 
over its LP predecessor principally in 
clarity and definition—for already brilliance 
and depth of tone had been up to the 
highest standards. 

It is from this third version that the new 
stereophonic recording has been made, 
Again there is an advance, and again it is 
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in clarity and definition; quiet solo 
passages seem to be etched even more 
cleanly than before, and some of the 
incandescent tuttis shimmer, in a less hazy 
atmosphere, even more brightly. Indeed 
the sound is startlingly successful in every 
respect; the improvement over version 
three played monaurally through the same 
speaker system may be only marginal, yet 
that version three is in itself quite outstand- 
ing in respect not only of clarity, but also of 
every other touchstone of good recorded 
sound. That the sound of the new stereo 
version is therefore “among the best” 
clearly goes without saying ; and whether 
it is in fact the best at present to be had on 
record, where large-scale orchestral master- 
pieces are concerned, is at least a proposition 
worth the disputing. I certainly cannot 
recall ever hearing better. 


TCHAIKOVSKY. Casse - Noisette— 
Ballet, Op. 71. Philharmonia 
Orchestra conducted by Efrem 
Kurtz. H.M.V. ALP1609 (12 in., 30s. 
plus Ils. 83d. P.T.). 

There must be rather more than half the 
whole ballet on this disc ; of the first scene, 
the one with all the plot, we are allowed only 
the overture and march (both come in the 
famous suite) and the children’s dance that 
ends with a cheerful French folk-tune, “Bon 
voyage, cher Dumollet”’. All the snowflake 
scene is included and most of the final (and 
of course plotless) Divertissement ; indeed 
the latter occupies about a side and a 
quarter of the disc. This is probably as 
good a selection as could reasonably be 
expected, and it is a pleasure to hear all 
four sections of the final pas de deux instead 
of just the Sugar-Plum variation. The 
orchestral quality is superb, and _ the 
dynamic contrasts tremendous. If you can 
hear the opening pizzicato notes of the 
Sugar-Plum Fairy, the end of the Valse des 
Fleurs will have had your neighbours 
banging on the wall in desperation. The 
playing is not consistently good, the ’cellos 
get left behind in their first pizzicato passage 
in the march, and there are late entries by 
bassoons and oboe in the Danse arabe. The 
Trepak starts rather flaccidly, and there is 
not enough nobility in the wonderful main 
section of the pas de deux. But for all that, 
much of the music goes splendidly, and I 
heard all sorts of orchestral details that I 
never remember noticing before and which 
filled me once again with admiration for 
Tchaikovsky’s astonishing skill. For once 
you can hear the glockenspiel in the 
Chinese Dance clearly, and the spiccato 
violins entrancingly doubling the trumpet 
tune in the middle of the Danse des Mirletons 
and a hundred other ingenious touches of 
colour. The cymbal clashes at the end of the 
first piece in the Snowflake scene are 
wonderfully vivid, and I was delighted to 
hear sopranos and altos in the Snowflake 
Waltz. This piece sounds over-long and 
rather dull without the vocal parts, and 
clarinets or whatever doubles them are no 
satisfactory substitute. On this recording 
the effect is a delight. The Valse des Fleurs 
goes well, and so does the final waltz, a 
bouncy almost truculent piece which I 
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always enjoy, though the “‘Apotheosis” tune 
with which it ends is pointless if (as on this 
record) we have not heard it in its original 
form at the start of Act 2. An enjoyable 
record which should give pleasure to adults 
and children alike—perhaps as a Christmas 
present ? R.F 


TCHAIKOVSKY. Francesca da 
Rimini, Op. 32. “1812 Overture, 
Op. 49. Marche slave, Op. 31. 
Royal Philharmonic Orchestra 
conducted by Paul Kletzki. Columbia 
33CX1565 (12 in., 30s. plus 11s. 83d. 
Pee) 

Kletzki has the right sort of temperament 
for Tchaikovsky and with a_ virtuoso 
orchestra gives exciting performances. 
Francesca da Rimini is excellently done, and 
so is the Marche Slave. 

Exciting is the word, sometimes as 
against powerful. But since excitement is 
what 18:2 most wants, perhaps one 
shouldn’t suggest that the allegro giusto is 
just that little bit too fast. The Royal 
Philharmonic strings play it wonderfully, 
but personally I would think it stronger if 
they were not pressed so hard. 

With Kletzki one too often seems to have 
to make reservations, to say—why do this 
and why do that ? If the composer wanted 
this or that, couldn’t he have said so? 
Why, on this record, pull some of the 3/4 
bars at the start of 1812 into 4/4 ? Tchai- 
kovsky wasn’t the sort of composer to be 
casual about what he put down on paper: 
he was, on the contrary, most careful. I 
confess I don’t feel strongly about 17872 
(first-rate of its kind as it is), but what right 
has an interpretative artist to do the sort of 
“editing”’ Kletzki does all too often ? The 
point mentioned here is of trifling import- 
ance: the principle is not. 

Still, these are extremely exciting per- 
formances and will no doubt be received 
with acclamation from all sides. The 
recording is very good indeed, only the 
Sff climax in Francesca not sounding quite 
so overwhelmingly powerful as I hoped it 
would. T.H. 


TCHAIKOVSKY. Piano Concerto No. 1 
in B flat minor, Op. 23. Leonard 
Pennario (piano), Los Angeles Phil- 
harmonic Orchestra conducted by 
Erich Leinsdorf. Capitol P8417 
(12 in., 30s. plus 11s. 84d. P.T.). 

There is a lack of breadth in this per- 
formance, nowhere more so than in the 
opening bars. Tchaikovsky’s more expan- 
sive sweeps of statement need more room 


than this ; so do many of his more poetical 
moments. Pennario, of course, certainly 
has his moments of poetry, too—the 


beginning of the last cadenza of the first 
movement is played with a very effective 
antiphony indeed with’. the one hand— 
but the moments are to be enjoyed only 
through the veil of a thin piano tone. The 
orchestra, also, lias its moments of enter- 
prise—it projects the rhythm of the final 
polonaise effectively—but they are to be 
enjoyed only through the veil of a congested 
orchestral tone. These moments even in 
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total, however, scarcely warrant considera- 
tion (in such a field as this) of sound so 
noticeably less than the best. The recording 
is not helped in any way, either, by some 
clumsy tape-editing which lops off a few 
of the silent pauses which Leinsdorf must 
surely have intended (and which Tchai- 
kovsky most certainly did). M. 


TCHAIKOVSKY. The Sleeping Beauty 
—Ballet Suite. Bamberg Symphony 
Orchestra conducted by Fritz Leh- 
mann. D.G.G. DG17045 (10 in., 
22s. 3d. plus 8s. 8d. P.T.). 

Fritz Lehmann died in April 1956. He 
was in many ways a most able conductor, 
though I doubt if this particular disc does 
him justice. It does not sound as though 
he or the orchestra had very much feeling 
for Tchaikovsky, and I am sure that ballet 
dancers would complain about his frequent 
changes of tempo as vigorou‘ly as many 
musicians will. He will suddenly and 
needlessly whip up the tempo of a piece at 
a climax, not just a little but out of all 
reason ; for instance, near the end of the 
first two items. In the famous waltz the 
tempo is constantly changing, though in 
this case only very slightly. In the Rose 
Adagio one of his ritardandi upsets the 
unanimity of the whole orchestra. I have 
picked on one particular aspect of his 
conducting, and needless to say it does not 
give a very fair picture of the record as a 
whole. Much of the playing is good, and 
much that Lehmann does is interesting and 
intelligent. But his interpretations seem to 
lack the authenticity and conviction of 
Irving’s or Braithwaite’s for instance. 

Though called “Ballet Suite’. thix is not 
the Ballet Suite. As the sleeve gives no 
information as to the selection of pieces (I 
have not seen the label) it may help to give 
a list here : Introduction and March from 
the Prologue; Farandole from Act II; 
“Rose” Adagio ; Panorama; Alla polacca 
(polonaise) from the last act; the Pages’ 
dance and Waltz from Act 1. R.F. 


*TCHAIKOVSKY. Symphony No. 4 
in F minor, Op. 36. Suisse Romande 
Orchestra conducted by Ataulfo 
Argenta. Decca Stereophonic SXL 
2015 (12 in., 28s. 9d. plus 11s. 24 P.T.). 
Monaural: (6/56) LXT5125. 

Philh., Silvestri (10/58) ASD253 
I have often remarked that performances 
of Tchaikovsky symphonies are the most 
difficult in the world to recommend with the 
hope of everyone being satisfied with your 
judgment, simply because such latitude in 
interpretation is possible and what one 
listener may like or dislike depends so much 
on his own temperament. This point was 
forcibly made for me when, having heard 
this Argenta performance and not much 
enjoyed it, I turned up R.F.’s review of the 
monaural issue and found him full of 
enthusiasm. I think the two of us have in 
general pretty similar ideas about inter- 
pretation—but not, you see, when it comes 
to Tchaikovsky. 
I am not one who enjoys a Tchaikovsky 
conductor who wallows in his own emotions 
and pulls out all the sob stops—nor, I know, 
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‘Piano Concerto No. 17 in 


HANDEL 


Messiah. 

Adele Addison (Soprano) 
Russell Oberlin (Counter-tenor) 
David Lloyd (Tenor) 

William Warfield (Baritone) 
The Westminster Choir 

(John Finley Williamson, 
Director) 

New York Philharmonic 
conducted by Leonard 


Bernstein. 

ABL 3210/1 

TCHAIKOVSKY isis: ie ieee 
Romeo and Juliet—Fantasy RAMA 
Overture. ae 


1812—Overture, Op. 49. 
Capriccio Italien, Op. 45. 

The Concertgebouw 

Orchestra (Amsterdam) 
conducted by Paulvan Kempen. 


SBL 5217 


LISZT 


Sonata in B Minor. 
Rhapsodie espagnole. 
Sonetto 104 del Petrarca. 
Three Paganini Studies: 
Alexander Uninsky (Piano). 
SBL 5228 


& hrttaiast ie 


PAUL ROBESON 
SINGS: 


Ol’ Man River. 

I Still Suits Me. 

Ma Curley-Headed Babby. 
Mah Lindy Lou. 

Wagon Wheels. Sylvia. 


It Ain't Necessarily So. 
Nobody Knows de Trouble 
I've Seen. 

Go Down Moses. 
Sometimes | Feel Like a 
Motherless Child. 

Water Boy. 

Paul Robeson (Bass-Baritone) 
Emanuael Balaban and his 
Orchestra 

Lawrence Brown (Piano). 
SBR 6247 


MOZART 


G Major, K.453 

Piano Concerto No. 25 in 
C Major, K.503 

Rudolf Serkin (Piano) 


The Columbia Symphony EER EO St 

Orchestra Boia sk He Re 
conducted by George Szell. ee 
CFL 1016 ane 3 


wy 
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ELC 


LONG-PLAYING RECORDS 


Piano Concerto in A Minor 
SCHUMANN 

Piano Concerto in A Minor 
Hans Richter-Haaser (Piano) 
The Vienna Symphony 
Orchestra 

conducted by Rudolf Moralt. 
ABL 3224 


BEETHOVEN 


Overture: Leonora No. 3, Op. 72a. 
Overture: Egmont, Op. 84. 


BRAHMS 


Tragic Overture, Op. 81. 
Academic Festival Overture, 
Op. 80. 

New York Philharmonic 
conducted by Bruno Walter. 
ABL 3225 


CHRISTMASTIDE 
WITH FATHER 
SYDNEY MACEWAN 


Silent Night.*t 

Adeste Fideles.t 

Good King Wenceslas.tt 
The First Noel. 

The Coventry Carol.*f 

The Three Mummers.$ 
Come to the Manger.*f 

The Twelve Days of 
Christmas.* 

Midst Quiet Night.t¥ 

God Rest Ye Merry, 
Gentlemen.tt 

What Child Is This.* 

O Little Town of 
Bethlehem.* 

The Infant King.t 

See Amid the Winter Snow. 
Father Sydney MacEwan (Tenor) 
* Charles Smart (Organ) 

¢ The George Mitchell Choir 
+ Philip Green and his Orchestra. 
SBL 5232 


BRAHMS 

Rhapsody for Alto, Male 
Chorus and Orchestra, Op. 53 
Aafje Heynis (Contralto) 
Royal Male Choir ‘‘Apollo’’ 
The Concertgebouw 
Orchestra (Amsterdam) 
conducted by Eduard van Beinum. 
Four Serious Songs, Op. |2I. 
Aafje Heynis (Contralto) 
Johan van den Boogert 
(Piano) 

GBR 6520 


BRAHMS 
Symphony No. | in C Minor, 
68 


The Cleveland Orchestra 
conducted by George Szell. 
CFL 1010 
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Es MOZART TCHAIKOVSKY 
S ad String Quintet In C, K.515 Overture: 1812, Op. 49 
> String Quintet in G Minor, K.516. Slavonic March, Op. 31. 
EA The Budapest String Quartet with Walter Trampler (Viola). pte aoe ie a 
¥ e ABL 3208 Andante Cantabile from String Quartet No. | in D, Op. II. 
7 4 MOZART Waltz of the Flowers from The Nutcracker Suite. 
ee The Philadelphia Orchestra 
ae Requiem in D Minor, K.626. conducted by Eugene Ormandy. 
+s Teresa Stich-Randall (Soprano) SBL 5229 
= Ira Malaniuk (Contratto) 
iS Waldemar Kmentt (Tenor) SeSTaOvur 
See Kurt Bohme (Bass) ' Symphony No. 3 in E Flat, Op. 55. (Eroica) 
rece Or The Royal Philharmonic Orchestra 
wy Franz Schutz (Organ) conducted by Sir Thomas Beecham, Bart. 
E The Vienna State Opera Chorus SBL 5233 
pS The Vienna Symphony Orchestra 
zz conducted by Karl Bohm. BEETHOVEN 
ia ABL 3213 Piano Concerto No. 3 in C Minor, Op. 37. 
Lf Claudio Arrau (Piano) 
MOZART The Philadelphia Orchestra 
By Casals Festival at Perpignan: | ——_ by Eugene Ormandy. 
= 3 Piano Concerto No. 9 in E Flat, K.271. 
i Dame Myra Hess (Piano) FATHER SYDNEY MACEWAN 
: “4 The Perpignan Festival Orchestra Irish Songs, Vol. 1: 
ee conducted by Pablo Casals. The Rose of Tralee. 
et BEETHOVEN Eileen Oge. 
<= Fj Londonderry Air. 
4 Seven Variations in E Flat on ‘‘Bei Mannern" The Olde House. 
ie from Mozart's **Die Zauberflote’’. Believe me if all those endearing young charms. 
ae <4 ' Hubert Greenslade (Piano) 
a ae Rusdolt Sesto eee Philip Green and his Orchestra. 
= Pablo Casals (*Cello) NBE 11083 
3 ABL 3219 
£3 FRANCK O, Come, All Ye Faithfiu!. 
a a Chorale No. | in E. While Shepherds Watched Their Flocks by Night. 
36 7 Choral B Minor. The First Nowell. 
a os - - A aa Hark! The Herald Angels Sing. 
es 3 abner ~aan Pro Musica Ensemble 
ae Albert Schweitzer (Organ) conducted by Lex Karsemeyer. 
= ABL 3221 NBE 11085 
Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, Londen, W.!. 
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AAFJE HEYNIS Sings, Vol. |: 


Handel 
Ombra mai fu. (Largo.) 


IH. Schubert 


Ave Maria. 

Non —— pa 
' ilent Night. 

Arioso—Dank sei dir Herr. It Came Upon the Midnight Clear. 
Bach Midwinter. 
_— God Rest Ye Merry, Gentlemen. 
Bist du bel mir. In Dulci Jubilo. 
Aafje Heynis (Contralto) We Three Kings of Orient Are. 
Pierre Palla (Organ and Piano). | Pat-A-Pan. 
NBE 11086 The Harmony Choristers 

conducted by Lehman Engel. 

OSCAR STRAUS CFE 15010 


The Chocolate Soldier—Excerpts: SAINT-SAENS 
My Hero. ; , 
The Chocolate Soldier. Introduction and Rondo Capriccioso, Op. 28. 
Sympathy. RAVEL 
Forgive. Tzigane (Rapsodie de Concert). 


Rise Stevens (Mezzo-soprano) Isaac Stern (Violin 
Nelson Eddy (Baritone) The Philadelphia Orchestre 


conducted by Eugene Ormandy. 
with Chorus and Orchestra CFE 15012 y Cug y 


conducted by Robert Armbruster. 
NBE 11090 BACH 


| Italian Concerto in F Major, BWV 971 
TCHAIKOVSKY Rudolf Serkin (Piano) 


Symphony No. 6 in B Minor, Op. 74 (‘*Pathetique’’) CFE 15015 
The Vienna Symphony Orchestra 


geo by Antal Dorati. C AEDMON 
LITERARY SERIES 


Dylan Thomas. Vol. 1. TC 1002. Vol. ll. TC 1008. 
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WHERE 


THE RECORD 


YOU 
WANT 
IS 


ALWAYS 
[ 


STOCK 


Stocks of New Records include every LP of serious 
music and a comprehensive range of all that is best 
“in lighter vein”. In addition, we have most 45s 
and 78s and some Tapes. 





We will accept your unwanted records in part 
exchange if they are in good condition. 


If your resources are limited, inspect our stock of 


slightly used records. 12 in. LPs from 20j- per record : 


12 in. 78s from 2/- per record, no lists issued. If you 
cannot call write stating your requirements. 


You may order by post, 

as we have a highly organised system 
for sending records through the mail 
in complete safety (LPs post free: 

2/- minimum postage on 78s). 


We can also supply LP storage boxes for 12-inch, 
10-inch and 7-inch records at 12/6, 8/6 and 
6/6 respectively, packing and postage extra. 


We specialise in Hi-Fi conversions and can 
demonstrate Stereophonic sound reproduction. 
Stockists for all accessories, motors, 

pickups, diamond needles, etc. 


Special Announcement 


During December we shall remain open till 
7 p.m. every evening and 5 p.m. on Saturdays. 


THE GRAMOPHONE EXCHANGE LID 


80 & 82 Wardour Street, London, W.1 
Telephone: GERrard 5313 
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_ ARCHIVE 


PRODUCTION 


HISTORY OF MUSIC DIVISION 
OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT 


NOVEMBER RELEASES 





ARCANGELO CORELLI 


Concerto grosso fatto per la notte die natale 
Op. 6, No. 8, G minor 
Ulrich Grehling, 1. Violin Otto Schaernack, 2. Violin 
Fritz Neumeyer, Continuo Harpsichord 
Gerhard Stenzel, Violoncello 
Cappella Coloniensis 
Conductor: August Wenzinger 
ANTONIO VIVALDI 
Concerto per la viola d’amore, liuto e con tutti gl’istromenti 
sordini, D minor, P. V. 266 
Emil Seiler, Viola d’amore 
Walter Gerwig, Lute 


Karl Egon Gliickselig, Continuo Harpsichord, 
AP 13046 


JOHANN SEBASTIAN BACH 
Passacaglia, C minor, BWV 582- 
Fugue, G minor, BWV 578 
Pastorale, F major, BWV 590 
Allabreve, D major, BW V 589 
Canzona, D minor, BWV 588 
Helmut Walcha 
at the Schnitger Organ, Cappel 
APM 14511 


‘Fiirchte dich nicht’ 

Motet for two Choirs in four parts 
BWV 228 
Thomanerchor Leipzig 
Conducted by Giinther Ramin 
EPA 37036 


GEORG PHILIPP TELEMANN 


Die Landlust 
Solo Cantata 
from ‘Moralische Kantaten’ III 
Bruno Briickmann, Boy Soprano 
Rolf Ermeler, Flute - Heinrich Haferland, Violoncello 
Georg Goebel, Harpsichord 
EPA 37089 


GIOVANNI BATTISTA PERGOLESI 


Concertino II, G major 
a quattro violini obligati, alto viola, Violoncello 
obligato e Basso continuo 
Festival Strings Lucerne 
- Leader: Rudolf Baumgartner 
EPA 37 164 


Please write for free inclusion in our mailing lists to: 
DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. 
12/13 RATHBONE PLACE, OXFORD STREET, LONDON, W.1 
TELEPHONE: LANGHAM 8156/7/8 
(formerly Heliodor Record Company Ltd.) 
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is R.F. All the same, I thought Argenta 
went far to much the other way. In the first 
movement I find him matter-of-fact: in 
the second, stiff and graceless. (R.F. did 
agree there, saying that perhaps the con- 
ductor was a shade unyielding.) 

The last two movements are a different 
matter and they find us in agreement. They 
want precisely that precision that Argenta 
brings to them. The Scherzo is first-class, 
while the Finale is taken at an admirable 
speed that enables the players to play real 
semiquaver scales and the listener to enjoy 
them as such. This performance of the last 
movement has a most convincing power and 
consequently sounds far stronger than it so 
often does. 

Since views on Tchaikovsky can be so 
conflicting, I am glad that I have only to 
compare the two stereophonic versions at 
present available. I feel quite safe in think- 
ing that nobody is likely to disagree with the 
statement that the difference between 
Argenta and the highly individualistic 
Silvestri is enormous. Your choice will 
depend on your own temperament. And if 
the one is too matter-of-fact for you and the 
other too wayward, better wait till some- 
thing in between comes along. 

Decca’s sound is excellent, not perhaps 
quite so rich as H.M.V.’s, but full of clarity 
and quality. T.H. 


TCHAIKOVSKY. Symphony No. 6 in 
B minor, Op. 74, “ Pathétique.”’ 
Berlin Philharmonic Orchestra 
conducted by Igor Markevitch. 
D.G.G. DGMI18193 (12 in., 30s. 
plus Ils. 9d. P.T.). 


Vienna P.O., Karajan 
Philharmonia, Cantelli (6/53) ALP1042 
Paris Cons., Kleiber (5/54) (R)LXT5370 
Concertgebouw, Kempen (1/55) (R)ABL3127 
Hamburg R.O., Schmidt-Isserstedt 

(2/55) LGX66031 
Berlin P.O., Fricsay (2/55) DGM18104 
N.Y. Stadium S.O., Bernstein (3/55) AXTL1068 
Leningrad P.O., Mravinsky (2/57) DGM18334 
Chicago S.O., Kubelik (6/57) MRL2000 
Suisse, Ansermet 
Philharmonia, Silvestri 
Philadelphia, Ormandy (12/57) SBL5214 
Philharmonia, Kempe (9/58) ALP1566 


Records of this symphony continue to 
arrive (this is the third from the one 
company, D.G.G.), and while you can say 
that some are plainly not to be recom- 
mended, you can only end with a pretty 
long list of possibles. The Berlin Phil- 
harmonic Orchestra is famous for its playing 
of this work and, given a sympathetic 
conductor, it would seem hard for anything 
to detract from the production of yet 
another performance that will be outstand- 
ing. Nor does it here, for Markevitch gives 
a passionate and, at the same time, well 
calculated performance that is both moving 
and impressive. The recording is full and 
the whole thing is, without doubt, extremely 
exciting. 

There may be some disappointment over 
the 5/4 movement which, for all that it 
moves along quite swiftly, sounds stolid. 
Kempe, who takes a leisurely view of it, 
yet infuses it with more grace, and com- 
parison of the two makes an interesting 
study in phrasing—for it is phrasing that 
does it, of course. 

The other criticism (a very finicking one, 
but with so wide a choice one can afford 


(1/53) 33CX1026 
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to be particular) is that either Markevitch or 
his recorders just miss a few touches of 
detail here and there. The opening divisi 
double basses are better recorded by 
H.M.V. for Kempe (unless you prefer not 
to know precisely when the symphony 
starts): the last pizzicato chord of the 
second movement lacks effective high notes : 
the bassoon “turn” in the last movement 
(just before letter C) is not clear: a point 
of orchestration here and there is missed. 


Against these small touches, there is a 
marvellously glowing account of the first 
movement, with a climax of thrilling 
intensity, a good march, and more intensity 
of playing in the last movement that is really 
gripping. I like the way Markevitch goes 
straight into this from the march, for 
emotionally it is absolutely right: it is only 
a pity that the usual D.G.G. “‘plop” as the 
needle crosses the band spoils the effect. 


The sound of this is that much better 
than on the two earlier records from the 
same company (good as they were), but it 
is not quite as remarkably real as the recent 
H.M.V./Kempe. I have mentioned Kempe 
a good deal, mainly because he happens to 
be the last competitor, but I ought to 
emphasise that his is a vastly different con- 
ception. If I say that it is far more 
intellectual, it will be true—but I may be 
misunderstood. Kempe has a searching 
intellect and everything he does is governed 
by it: but this brings a satisfaction of its 
own, even in music by Tchaikovsky, 
especially since Kempe is capable of plenty 
of emotion too. 

At this point I give up. I think you will 
like either Markevitch or Kempe, probably 
not both. After that—well, do please look 
up last September’s issue of THe Gramo- 
PHONE! Should you not be able to do so, 
the list of recommendations, with various 
qualifications, included Cantelli, Fricsay, 
Mravinsky, Monteux, Silvestri and 
Ormandy. T.H. 


*TCHAIKOVSKY. Symphony No. 6 
in B minor, Op. 74, “ Pathétique ”’. 
Vienna Philharmonic Orchestra 
conducted by Jean Martinon. Decca 
Stereophonic SXL2004 (12 in., 28s. 9d. 
plus Ils. 2$d. P.T.). 

Until now Decca has favoured French 
orchestras for its recordings of the Pathétique 
Symphony. Here, for a change, it is played 
for them by the Vienna Phil. The glory of 
that orchestra, its string department, doesn’t 
come strongly into prominence ; the swoon- 
ing second subject of the first movement 
(This is the story .. . etc.), the five-four 
tune, and the two melodies of the finale are 
all sensitively played, but the V.P.O. 
strings in stereo are a bit of a disappoint- 
ment; for once the gramophone can’t 
improve on real life. 

The glory of this record is, on the other 
hand, the brass and percussion; there’s 
plenty for them in this symphony, and they 
live up to the requirements. Splendid, rich- 
toned playing that glows and spreads 
magnificently between the two speakers. 
Catastrophically real, those drum thwacks 
at the climax of the first movement (letter N, 
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if you’re interested), trombones that boom 
out of deep eternity (see Zarathustra!) at 
letter Q; no end of horn and trumpet 
detail in the scherzo. The tamtam in the 
finale is a disappointment, as are (following 
on what I said above) the violin rockets 
(bar 270) in the development of the first 
movement ; Fricsay in single channel is 
much more exciting here. But the trio of 
the 5/4 movement has some lovely gentle 
string playing, and the last page of the 
whole symphony is finely realised, with 
double basses as clear and sonorous as you 
could wish. 

That, except to record an off-putting hiss, 
is the sound of this Pathétique. Martinon’s 
interpretation is not as brash and hell-for- 
leather as one might expect for the first 
stereo Tchaikovsky 6. One might not, 
however, expect any such thing, knowing 
Martinon’s work. In fact his reading is 
sombre, loyal (on the slow side—this must be 
qualified with the admission that the second 
and third movements, and the development 
of the first, are all taken at Tchaikovsky’s 
speed, as very nearly is the first subject of 
the work), concerned with shape and 
musical detail rather than blood and 
thunder. You will have gathered that blood 
is to be discerned here and there, and a peal 
or two of impressive thunder, but they are 
caused musically, not out of braggadocio. 
The weakest bits are the second subject of 
the first movement, and the finale ; there 
was also a gruesome little ritenuto in the 
eighth bar of the 5/4 movement that 
turned my stomach over. There are likely 
to be crops of stereo Pathétiques, and I fear 
this one will be outclassed in the event ; but 
it gives pleasure enough for the present. 

W.S.M. 


%*WAGNER. Lohengrin: Prelude to 


Act 3. Tannhauser: Overture. 
Gétterdammerung: Siegfried’s 


Funeral Music. Die Meistersinger : 
Dance of the Apprentices ; Procession 
of the Meistersingers. Die Walkiire: 
Ride of the Valkyries; Magic Fire 


Music. Concert Arts Symphony 
Orchestra conducted by Erich 
Leinsdorf. Capitol Stereophonic 


SP8411 (12 in., 30s. plus 11s. 84d. P.T.). 
This is a very good recording. I thought, 
first, that the sound, stereo or no, was not 
quite a match for the Decca disc of Wagner- 
ian orchestral chunks conducted by Knap- 
pertsbusch ; and so tried the experiment 
of putting out that disc through the twin- 
speakers. It sounded splendid, and in 
some ways even more clear (for example, 
the triangle rang brilliantly through the 
smashing climaxes of the Valkyries’ Ride ; 
not an engineer’s stunt, for it is audible in 
the theatre too). But—and in this “but” 
lies the reason why I think stereo has come 
to stay—the sound of the first-rate monaural 
disc had a flatness and closed-in quality 
when compared with that of the stereo. 
The sound advanced in a broad band 
spreading between the speakers all right, 
but pushed forward across a solid front ; 
whereas with the stereo the whole orchestra 
fell into place. It is not the sense of “‘loca- 
tion” which matters—one stops thinking 
about this, just as one does in a concert hall 
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—but the sense of space, and the increased 
naturalness. 

The actual performances have neither 
the greatness of a Knappertsbusch reading, 
nor the refinement of a Kempe one. They 
are “traditional”? ones, with, however, a 
tendency to fast tempi, and are expertly 
executed. The Tannhduser Overture is the 
original one of 1845, without the Venusberg 
Music. The Lohengrin Prelude ends on a 
statement of the ““Warning”’ motif. I do 
not find Leinsdorf’s edition of the Ride of 
the Valkyries plus Magic Fire Music too 
convincing ; but (having just come from 
the Covent Garden Ring), I think that the 
Ride seems a somewhat pointless and ill- 
constructed piece of music when there are 
no vocal parts, and it consists simply of the 
three climactic sections pushed together on 
end. P 


WARLOCK. Capriol Suite. Phil- 
harmonia Orchestra conducted by 
Herbert Menges. H.M.V. 7EP7063 


(7 in., 9s. 3d., plus 3s. 74d. P.T.). 
Boyd Neel (7/58) LXT2790, (3/55)LW5149, 
(5/56) 45-71102 


The old Boyd Neel recording of the 
Capriol Suite still sounds extremely well, 
and in its 45 version it sells at 8s.44d. The 
new Menges disc costs half as much again, 
and is not as good. The opening Basse- 
Danse is just a little ponderous; indeed 
most of these little pieces, notably Tordion, 
have more spring and lift in Boyd Neel’s 
version. In fact they sound more like 
dances. The new record has a little more 
fulness of string tone, as might be expected, 
but there is not much in it, and well as the 
Philharmonia strings play I think I would 


sooner have the Boyd Neel. R.F. 
CHAMBER MUSIC 
BEETHOVEN. Marches. No. 5 in 


F major; No. 2 in C major; No. 1 
in F major. Waltzes. Waltz in 
D major ; Waltz in B flat; Waltz in 
E flat. London Baroque Ensemble 
conducted by Karl Haas. Pye 
CEC32027 (7in., 11s. plus4s.34d.P.T.). 

Marching and waltzing. But with a rare 
degree of elegance ; Beethoven does not 
often figure as a composer in the other 
programme. From it, though, there might 
surely have been borrowed the idea of 
alternation ? For even three short marches 
and three shorter waltzes would benefit by 
intermingling ; and to offer two marches on 
one side, then a march and three waltzes 
on the other, as this disc does, seems to me 
to have neither the moderate advantage of 
classified sides nor the substantial one of 
good listening order. 

Good listening in other respects, though, 
there most certainly can be. The handful 
of wind players—these are the early 
Beethoven marches for small band—turn 
their phrases so nicely. Only the bass 
drums and cymbals seem perhaps on the 
intimidating side ; they are rather loud, 
particularly for the pretty well continuous 
performance which circumstances and 


Beethoven decree for them. 
Solo strings are added to the few wind 
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for the waltzes. The balance between the 
two is sometimes but not always ideal ; and 
the string bass, though he certainly provides 
a bottom to the music with noticeably more 
note to it than the military one of double- 
bassoon overlaid by bass drum, is rather 
unduly prominent, perhaps in an endeavour 
to make up for the lack (I think) of a ’cello. 
Yet otherwise the recording is good; and 
these, the marches in particular, are among 
the more obviously agreeable byways in 
music to explore. M.M. 


CORELLI. Concerto Grosso in G 
minor, Op. 6, No. 8, * Christmas 
Concerto”. Ulrich Grehling and 
Otto Schaernack (violins), Fritz 
Neumeyer (harpsichord), Gerhard 
Stenzel (’cello), Capella Coloniensis 
conducted by August Wenzinger. 

VIVALDI. Concerto for viola d’amore 
and lute in D minor, P.V.266. Emil 
Seiler (viola d’amore), Walter 
Gerwig (lute), Karl Egon Gliick- 
selig (harpsichord). D.G.G. Archive 
AP13046 (10 in., 22s. 3d. plus 8s. 8d. 
Pole)e 

This must be one of the finest recordings 
of the Vivaldi-Corelli school ever to be 
issued. Scrupulous attention to scholarly 
precepts, yet an overall musical approach 
stemming from obvious enthusiasm and 
devotion—these combine to make this disc 
a model for recordings in the baroque vein. 

Corelli’s Christmas Concerto is, because of 
its title, his best known orchestral work. It 
contains much fine music, and is splendidly 
interpreted by Wenzinger and his group of 
chamber players in Cologne. The trills are all 
in good style, as are the little added 
cadenzas for first violin in the passages 
marked with a pause. The continuo is well 
played by Fritz Neumeyer, and there is a 
perfect balance between soloists and ripieno. 

Vivaldi’s Concerto for Lute, Viola 
d’amore and muted strings has long been 
an object of special interest. Hindemith 
made an edition of it for the Heidelberg 
Bach Festival held in the summer of 1932, 
and since then it has received performances 
all over the world. Seiler and Gerwig are 
both accomplished soloists, and the way in 
which they take over tunes and passage- 
work is sheer delight. The accompaniments 
too are expertly done, and the balance (as 
in the Corelli work) just about as perfect as 
could be. 

This is a disc I would heartily recommend 
to all who love Italian music of the early 
eighteenth century, and as Christmas is not 
so far off it will probably be found an 
admirable and appropriate present. D.S. 


BEETHOVEN. Violin Sonata No. 3 in 
E flat major, Op. 12, No. 3. 

BRAHMS. Violin Sonata No. 3 in 
D minor, Op. 108. David Oistrakh 
(violin), Vladimir Yampolsky 
(piano). Columbia 33CX1580 (12 in., 
30s. plus 11s. 84d. P.T.). 

One can never hear David Oistrakh 
without interest and admiration. As far as 
this disc is concerned, one’s admiration is a 
little tempered by regrets that the slightly 
woolly and decidedly too reticent piano 
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quality does much to spoil one’s enjoyment. 
The balance is such that the pianist can play 
pianissimo, and frequently seems to be doing 
so, but the violinist is so near the microphone 
that for him a true pianissimo is out of the 
question. ‘The third movement of the 
Brahms suffers particularly from this state of 
affairs ; it cannot have the delicacy and 
magic it needs with the violinist so prom- 
inent. It is in any case a little on the slow 
side, as is the adagio that precedes it, 
though here I must confess that the tempo 
most fiddlers adopt is not a true adagio. 
Either Brahms put the wrong direction over 
this movement, or, and this is possible, 
Oistrakh is one of the very few people who 
feels the music as the composer did. In the 
finale the pianist seems to me too mannered 
in his treatment of the second subject. There 
remains the first movement, and here 
Oistrakh is magnificent. The slight change 
of tempo at the start of the recapitulation 
made me wonder if the rest of the movement 
was a different “take”, but only the per- 
formers can have been responsible for the 
excessive slowing-up a little later when the 
second subject is reached. Nevertheless 
these are minor details in a performance of 
real breadth and comprehension. 

The Beethoven can, I think, be admired 
with less qualifications than the Brahms. 
The balance for some reason did not worry 
me so much, and I have the feeling that the 
interpretation is more in the middle of the 
stream as we understand it this end of 
Europe. The slow movement is most 
beautifully played. Oistrakh seems to me 
fundamentally a classical player rather 
than a romantic. In sentimental music he 
is apt to scoop and sentimentalise just a 
shade too much. In the Beethoven sonata 
one feels he is completely in accord with the 
music and its content, and what he does 
with it is meaningful and right and beautiful. 
The pianist, too, is excellent. But I would 
sooner hear the two of them in a hall on 
terms of equality. R.F. 


MOZART. String Quintets. K.515 in 
C major: K.516 in G minor. Buda- 
pest String Quartet (Joseph Roisman 
and Alexander Schneider, violins; 
Boris Kroyt, viola ; Mischa Schneider, 
’cello) with Walter Trampler (viola). 
Philips ABL3208 (12 in., 30s. plus 


11s. 9d. P.T.). 
Quintet K.515 : 


Aronowitz, Amadeus Quartet (4/54) ALP1125 
Quintet K.516 : 


Max Gilbert, Griller Quartet (4/51) LXT2515 

This record is wonderful value for money. 
Two of Mozart’s very greatest works, each 
lasting over half-an-hour, on one record of 
first-rate quality and first-rate performances. 
There is little point in: comparing it with 
those listed above, each of which spins 
out one work over both sides, and I would 
not expect anyone to buy one quintet when 
they can get two for the same money. In 
any case it was high time we had a good 
version of the G minor ; the Griller version 
is not well enough recorded for present tastes. 
The Amadeus have recently made an 
excellent disc of the two later Mozart 
quintets in D and E flat (both on one disc), 
so that now all four of Mozart’s quintets are 
available economically in excellent versions. 
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The Budapest people play the G minor and 
C major mellifluously and with restraint 
and matured ability. Occasionally the 
‘cello sounds a touch too near the micro- 
phone, especially when playing pizzicato, 
and there are moments when one is faintly 
conscious of a trace of pre-echo. But I can 
detect no deterioration of quality at the 
end of either side, and the sound all through 
is mellow and clean and realistic. And 
the music is glorious. R.F 


MOZART. Violin Sonatas. No. 32 in 
B flat major, K.454; No. 34 in A major, 
K.526. Wolfgang Schneiderhan 
(violin), Carl Seeman (piano). 
D.G.G. DGM18250 (12 in., 30s. plus 


11s. 9d. P.T.). 
Coupled as above : 


Grinke, Taylor (7/53) LX T2802 


Grumiaux, Haskil (10/57) ABL3144 
Menuhin, Kentner (3/58) ALP1547 


These two sonatas in A major and B flat 
major have long proved a favourite coupling, 
and it is a pleasure to welcome such a 
distinguished newcomer as this D.G.G. 
performance. It is finely played and 
recorded, and virile in both sound and 
approach. Both Schneiderhan and Seeman 
excel in those springy rhythms that so often 
make Mozart’s allegros a sheer delight ; yet 
they are equally adept and appealing in 
cantabile, and their slow movements are 
beautifully phrased throughout. 

The Decca performance, though good, 
is now too old to bear comparison with the 
recording techniques used in the other 
three. Yet there does exist a keen differ- 
ence in the recording approach of the 
Philips, E.M.I. and D.G.G. engineers. 
Philips have aimed at a high degree of 
resonance, giving the effect of an almost 
empty concert hall. This is not without its 
advantages in slow movements and moderate 
allegros, yet it defeats its own end in the 
finale of the A major sonata, for the detail 
is lost and the general effect rather blurred. 
E.M.I. have slight resonance, but not too 
much, and they seem to have found the 
happy medium between the Philips and 
D.G.G. techniques. D.G.G., as you can 
guess, are more in favour of a dry studio 
sound, and though this gives great clarity 
even in the most rapid presto, one some- 
times wishes the instruments would fuse or 
blend in a more satisfactory manner. If I 
had to choose between resonance and 
clarity, however, I should choose clarity. 

For a performance of all-round excellence, 
I should award the palm to D.G.G., but I 
hope they will in future slightly brighten 
their studio sound. ~ 


NOVAK. String Quartet No. 2 in 
D major, Op. 35. Janacek Quartet 
(Jiri Travnicek, Adolf Sykora, Jiri 
Kratochvil, Karel Krafka). Supra- 
phon LPM309 (10 in., 22s. 3d. plus 
8s. 8d. P.T.). 

Vitezslav Novak died in 1949 after a long 
life in which he gained as much reputation 
for his teaching in Prague as for his com- 
positions. Back in the last century he had 
been a pupil of Dvorak’s, though one would 
not have guessed this from his Second String 
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Quartet. According to the sleeve note, his 
early works were too Germanic in style, and 
at the age of twenty-seven, Novak, con- 
scious that he lacked nationalistic roots, 
spent some time collecting folk-songs in 
Moravia and Slovakia and studying peasant 
life in order to “emancipate” himself. He 
wrote this Second Quartet in 1905 at the 
age of thirty-five, and whether or not this is 
“emancipated” music I would not know. 
There is no Czech folk-song influence that I 
can detect, except possibly in the one and 
only happy-sounding episode in the middle 
of the second movement; whereas Germanic 
influence, particularly Beethoven’s, is fre- 
quently apparent. There are only two 
movements, a terribly long and intense slow 
fugue, which latterly has traces of the 
sublimity of Beethoven’s C sharp minor 
fugue (Op. 131), and a quicker Fantasia 
which towards the end reverts to the mood 
of the fugue ; indeed the last three or four 
minutes of the two movements are identical, 
and these closing sections contain moments 
of real beauty. The work as a whole is 
excessively cyclic. To all intents and pur- 
poses there is only one theme, and it does 
not seem to me a very good one. The play- 
ing is, so far as I can judge, all that the 
composer would have desired, while balance 
and quality are satisfactory. R.F. 


REICHA. Quartet for Four Flutes, 
Op. 12. Frantisek Cech, Vaclav 
Zilka, Jaroslav Josifko, Miloslav 
Klement (flutes). Six Trios for 
Horns, Op. 48. Miroslav Stefek, 
Viadimir Kubat, Alexander Cmir 
(horns). Supraphon LPV295 (12 in., 
30s. plus 11s. 9d. P.T.). 

When he made the joke about the only 
conceivable thing worse than a flute being 
two flutes, Rossini must have been in 
blissful ignorance of Reicha’s piece. Even 
so, its four large-scale movements must 
surely in their time have given pleasure to 
flautists. And the quartet could surely 
again today give much pleasure to explor- 
atory flautists; though to listeners its 
inevitable uniformity of sound and relent- 
lessly icy altitudes (even recorder quartets 
usually manage a bit more of a bass than 
this) may possibly seem unsuited to exten- 
sive gramophonic repetition. 


The horn trios inhabit the lower slopes 
of pitch, and have the advantage of an 
altogether warmer climate. Each is in one 
movement, and is also, unfortunately, in 
E flat major or minor ; yet the characters 
of the movements are varied, and it may be 
felt that there is less risk of monotony here 
than on the reverse—though six was 
probably a wise number to choose to present 
to the outer world from the total of twenty- 
four Reicha horn trios that are lurking 
somewhere. 


Both sides of the record benefit from a 
good performance—the horn-players in 
particular (from the Czech Philharmonic) 
exhibiting immaculate techniques and 
warm, well-matched tones, benefiting here 
from a vibrato that might not always seem 
so well in place in orchestral style. The 
recording, too, is very good indeed. M.M. 
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STRAUSS, RICHARD. Sonatina in 
F major for wind instruments. 
Serenade for 13 wind instruments. 
Suite in B flat for 13 wind instru- 
ments, Op. 4: Gavotte only. Boston 
Wind Ensemble conducted by Eric 
Simon. Argo RG147 (12 in., 30s. plus 
lls. 84d. P.T.). 

In the past there has been some consider- 
able confusion about the number and 
identity of Strauss’s major works for wind. 
As this most welcome record now completes 
their availability (or recent availability) on 
disc, I hope it may prove a convenience to 
list them now as straightforwardly and—I 
hope, keeping my fingers crossed!—as accur- 
ately as possible. 

There are two early, and two late works. 
The two early are written for 13 wind: two 
flutes, two oboes, two clarinets, two bassoons, 
double-bassoon, and four horns. They are 
the Serenade in E flat major, Op. 7, of 
1881 (one movement), and the Suite in 
B flat major, Op. 4, of 1884 (four move- 
ments). The two late works are written for 
16 wind, adding to the above combination 
a third clarinet, basset-horn, and bass 
clarinet. They are the Sonatina No. 1 in 
F major of 1943 (From an invalid’s workshop, 
three movements), and the Sonatina No. 2 
in E flat major of 1945 (From a happy work- 
shop, four movements). 

Strauss was an expert on income tax and 
estate duty law (a most essential qualifica- 
tion for the musician of to-day) and con- 
sequential planning of his affairs led him to 
refuse to allow publication of the two 
Sonatinas during his lifetime. When, later, 
his publishers did issue the Sonatinas they 
considered the title confusing for such 
substantial works, and re-titled them 
“Symphonies”, Then the confusion they 
hoped to avoid did indeed begin in earnest. 
Understandable earlier mistakes, in print, 
about numbers, titles, and keys survived to 
some extent, as any mistakes in print always 
do; but this new gambit added to them 
much fresh uncertainty, and the Sonatinas 
were confused not only with each other but 
also occasionally with the earlier pieces. 

Each work, however, may now be 
identified on record. The early Suite in 
B flat is available, complete, on Pye 
CCL30120 (together with the Richard 
Arnell Serenade and Norman Forber Kay’s 
Miniature Quartet), played by Karl Haas 
and the London Baroque Ensemble. The 
same players recorded the Second Sonatina 
in E flat (under the title merely of Symphony 
for Wind Instruments) on Parlophone 
PMA1006, now unfortunately deleted. The 
early Serenade and the First Sonatina, in 
F, are both included on the new Argo disc, 
together with the Gavotte (only) from the 
Suite in B flat. 

It is actually this Gavotte which provides 
the most lucid sound on this new record. It 
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is closely followed, however, by the 
Serenade—one of the very first successes of 
the young Strauss, only seventeen at the 
time of its composition. 

In both Suite and Serenade the combina- 
tion of instruments seems to be chosen more 
from its ready availability from the ranks of 
a normal symphony orchestra of the day 
than from any consideration of particularly 
good balance as a separate wind combina- 
tion ; yet consciously trying to improve the 
balance, sixty years later, by strengthening 
the clarinet section seems consequentially 
to have led Strauss into an even thicker 
texture. The music of this First Sonatina, 
as of the previously available Second, is 
amiable in the highest degree, in the 
manner of all that of Strauss’s last period. 
In the case of both works, however, the 
amiability must be perceived through an 
almost continuously heavyweight sound. 
There are, of course, moments of relief to 
the ear from time to time—in the First 
Sonatina particularly in the finale—but it 
is the earlier (which are also the shorter) 
works that stand more chance of reaching 
their conclusion without even raising the 
question of relief in the first place. 

Very many admirers of Strauss, however, 
will consider that the inherent beauty of the 
music wins the day ; and quite certainly a 
warm and skilfully balanced cushion of 
middle-register wind tone is one of the 
lesser trials for anybody’s ear, even in very 
substantial extension. Its virtues are 
emphasised, in any case, by the beauty of 
the playing on the new disc. The Boston 
Wind Ensemble play winningly, with style 
in the rather infrequent solo moments, and 
a great care for balance in the tuttis. The 
recording, too, maintains this balance, and 
combines an inherently warm tone, ideal 
for wind ensemble music, with adequate 
clarity. 

The new disc, indeed, offers everywhere 
most enjoyable listening as well as a com- 
pletion of the discography of this side of 
Strauss’s work. It is highly acceptable. 

M.M. 


INSTRUMENTAL 
BEETHOVEN. Piano Sonatas. 


No. 8 
in C minor, “Pathétique”: No. 21 in 
C major, ““Waldstein’”’. Annie Fischer 
(piano). Columbia 33CX1593 (12 in., 
30s. plus 11s. 84d. P.T.). 

The Hungarian pianist Annie Fischer has 
met with high praise in her recent visits to 
London, and it is clear from this record that 
she is a musical player—and scrupulously 
attentive, moreover, to the composer’s 
expressed wishes. At the same time it seems 
equally clear to me that she is not a really 
satisfying Beethoven pianist, and I have 
found it an interesting task to pin down my 
reasons for feeling this. Her general 
approach is superficially similar to that of 
Wilhelm Kempff, with severely restricted 
use of the sustaining pedal, fairly limited 
dynamic range, an avoidance of romantic 
gestures and an attention to points of detail 
rather than broad effects. Now for my part 
I find Kempff incomparable in the earlier 
sonatas, and never less than illuminating in 
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the later ones. Some critics, I know, regard 
his approach as finicky, but he seems to me 
to redeem himself from that charge by his 
extraordinary sensitivity to the lyrical flow 
of the music ; his phrasing is always signi- 
ficant, never a matter of routine. And it is 
precisely in this that he differs from Annie 
Fischer, I think. The tentative, insecure 
impression that was the one remaining with 
me when I had finished listening to this 
record is not due to any real tentativeness 
in the performance or insecurity in the 
technique (with one exception I shall come 
back to) ; it is primarily due to a lack of 
the lyrical, singing quality that must inform 
even the humblest phrases. As one example 
to stand for many, take the left-hand triplet 
figure in the slow movement of the Pathétique; 
in Fischer’s reading it goes for nothing, 
whereas in Kempff’s it is heard as a vital 
part of the music’s onward flow. 

The other main criticism that I should 
want to level against Miss Fischer’s playing, 
more particularly of Beethoven, is its lack 
of strength. She seems unable to play swift 
passage-work with any real fullness of tone, 
so that where (as at several points in the 
Waldstein) Beethoven asks for a crescendo 
through such a passage leading to a loud 
chord, what we hear is a string of semi- 
quavers rising to mezzo forte and then a 
sudden explosive thump. I wonder whether 
the impression I get that Miss Fischer is 
playing as it were with her finger-tips could 
be due to a small hand-span. There are one 
or two places that suggest small hands: for 
example, the loud chords in bar 6 of the 
Pathétique include a note or two not written 
by Beethoven, and the scalewise descending 
octaves in the coda of the Waldstein’s first 
movement are not legato, as they should be. 

But breadth of palm is one thing and 
breadth of style is another. I would very 
much like to hear Miss Fischer infuse her 
playing with a little more warmth and 
breathe a little life into those pearl-like scale 
passages. And I must make it plain that 
in spite of these adverse criticisms I would 
not have felt tempted to go into such detail 
if Miss Fischer were the sort of pianist whom 
one could easily dismiss. These are both 
respectable and interesting readings ; they 
may tally exactly with someone’s ideal 
Pathétique and Waldstein—but not, as it 
happens, with mine. N. 


BEETHOVEN. Piano Sonata No. 14 in 
C sharp minor, Op. 27, No. 2, 
“ Moonlight’. Walter Gieseking 
(piano). Columbia SEL1583 (7 in., 
13s. plus 5s. Id. P.T.). 

BEETHOVEN. Piano Sonata No. 14 
in C sharp minor, Op. 27, No. 2, 
“ Moonlight ”. Rudolf Serkin 
(piano). Fontana CFE15008 (7 in., 


11s. plus 4s. 34d. P.T.). 


Iturbi (10/57) SEB3513 


Kempff (10/57) EPL380072 
Backhaus (10/58) CEP661 


There are now five versions of the 
“Moonlight” on 45s; the Iturbi is the 
cheapest, though not, I think, to be con- 
sidered on any other grounds. The Kempff 
and Gieseking are the most expensive. I am 
inclined to think that the price range gives a 
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reasonably fair picture of the respective 
merits of the discs. Rudolph Serkin is one 
of those who like the first two movements to 
be taken slowly. Though not so slow in the 
opening movement as some, he is the 
slowest of the five listed above, and he plays 
the music impassively with scarcely a hint 
of rubato anywhere. The result is impressive, 
though I prefer Gieseking. Serkin plays the 
finale splendidly, but the end is marred by a 
recording fault ; the slow isolated notes just 
before the final peroration have “‘wow”’ on 
them, and the pitch wobbles in the perora- 
tion itself. Gieseking, I feel, plays the sonata 
as a whole more winningly, and he is better 
recorded. This is a reissue of one side of an 
LP that has been available since 1953, and 
it still sounds astonishingly good. R.F. 


COUPERIN, LOUIS. Complete Works 
for Harpsichord, Vol. VI. Sara- 
bande in B minor (118) ; Pavane in 
F minor (121) ; Allemande in A minor 
(100) ; Courante in A minor (105) ; 
Courante in D minor (41) ; Sarabande 
in D minor (48) ; Volte in D minor 
(53) ; Gavotte de M. Hardel (131) ; 
Gavotte de M. Le Bégue (132) ; 
Menuet de Poitou (133) ; Le 
Moutier—Allemande de M. de 
Chambonniéres (134). Ruggero 
Gerlin. Fantaisies et Simphonies 
pour Violes. Fantaisies: Nos. 126 
and 127. Simphonies: Nos. 128, 
129 and 130. Jacobean Ensemble 
directed by Thurston Dart. Organ 
Pieces. Psaume (124); Psaume 
(125) ; Piéce qui a été faite par M. 
Couperin pour contrefaire les carillons 
de Paris (135); Deuxiéme carillon 
(136); Premier carillon (organ version 
by Paul Brunold (138). Pierre 
Cochereau (organ). Recorded on the 
organ of Notre-Dame, Paris. London 
L’Oiseau-Lyre OL50145 (12 in., 
28s. 9d. plus Ils. 24d. P.T.). 

This disc continues the projected complete 
recording of all the known music of Louis 
Couperin, Vol. V (sides 9 and 10) being in 
course of production. M. Gerlin, using a 
Pleyel harpsichord, manages to sound a 
little heavy-handed now and again, though 
we know that Couperin’s contemporaries 
found his playing sonorous. Now sonority 
on a harpsichord must not be confused with 
weight of tone: it seems to me that what 
the elder Couperin strove for was a texture 
enriched by imitative patterns and spicy 
dissonance. In some of the dance move- 
ments, M. Gerlin is eminently successful. 
The solemnity and grandeur of the F minor 
Pavane, the intriguing rhythms of the 
Courantes, and the last piece on the side 
(bearing the name of the man who helped 
Couperin more than anyone to gain a good 
position in Paris)—all these items show 
M. Gerlin as a fine and conscientious artist. 
In the remaining pieces I find insufficient 
contrast of tone and timbre. One of these is 
called Volve on the label, but since this means 
a covering for a young mushroom I assume 
that Volte is the term intended. Three- 
quarters of the way through this piece there 
is a poor tape-join, obviously made to cover 
up some incidental noise caused by a sudden 








